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ABSTRACT
Minnesota artistic directors working in community theater benefit the communities they
serve. The purpose of this narrative research and case study was to understand how the artistic
director furthers equity and diversity in their leadership roles. Artistic directors see their practice
as transforming and supporting diversity. The artistic directors’ voice and viewpoints were from
their own contextual situation and experiences in the field of education, leadership, and theater
arts practice. The primary unit of this interpretative study was the community theater sites, its
context, and the artistic directors’ leadership experience. The semi-structured interviews were
scheduled via Zoom during the 2020-2021 COVID-19 pandemic.
The basic findings were eight themes extracted from the interviewees’ responses
including their professional disruptions and organizational financial realities from COVID-19,
their reliance on grants for sustainability, their resiliency as community theater artists, their
commitment to multigenerational educational and community outreach, along with their
commitment to equity and social justice. Intellectual and practical leadership findings from the
interviewees’ data focused on their practice. The conclusions may help decision makers and
theater administrators gain insights into how socially responsible and equitable behavior
contribute to organizational health and sustainability. The recommendations are aligned with the
themes: to create partnerships for mutual support, how to manage a change process, and to
review best practices in training and educational approaches. Future research opportunities must
embrace 21st century policy, focus on DEI, and develop alternative and accessible technologies
to share live and/or live-streaming performances with diverse audiences.
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“These are turbulent, frightening, exhausting, but exciting times. We have an opportunity to be
on the right side of history, so that our children . . . or our children’s children ask us what we
were doing for racial justice in 2020, we can say that theatres from Broadway to the Barn House
were working hard to reconcile unintended exclusion, and working towards fostering more
inclusive theatre communities, even during COVID-19.” -- Kelli McLoud-Schingen is the
Artistic/Executive Director of World Stage Theatre Company in Tulsa, Oklahoma and an
American Association of Community Theatre member and writer (AACT Spotlight, 2020).
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CHAPTER ONE: INTRODUCTION
Theater Arts as a Calling
I was always curious and wanted to learn everything about amateur to professional
theater. Questions related to theater production, acting, singing, and teaching continued to
interest me in multigenerational and multicultural storytelling. Historically speaking, theater
artists mirror and “play back” the experiences of humankind to audiences in a safe community
environment that supports their growth, transformation, and common good. Theater collaborators
are in a position where they share universal humanity through narrative storytelling and
embodied performances.
Some of my earliest childhood memories were “directing” my peers in Christmas stories
either at home or church on imaginary stages. In these early imagined theater spaces, I used my
grandmother’s clothing for costumes and any item for props. Initially, my younger sister was the
star. These early dramatic impulses continued to blossom from an early age in contexts at
church, elementary, high school, and college settings. My earliest experiences foreshadowed my
adult work as a leader, teacher, director, performer, and theater collaborator. As the years passed,
my dramatic and educational opportunities expanded into a calling in theater and education.
Growing up, I continued to perform in high school productions and enjoyed competing with
dramatic readings on our speech/forensics team. It was no surprise to me that I majored in
Speech/English and Theater Arts in my undergraduate program; I was destined to become a
teacher, leader, performer, and artistic director.
Soon after starting teaching and directing in a suburban high school, I continued my lifelong learning in a master’s graduate program in Theater Arts at the University of Minnesota. I
grew as a secondary Language Arts teacher, artistic director, speech coach, and researcher. I

2
found a connection to my earliest graduate research topic in theater history, directing, and
feminist studies. After visiting an established feminist theater on the West Bank near the
University of Minnesota, my search for working with experienced women artistic directors led
me to Michael Lupu. Lupu was the dramaturg at The Guthrie Theater during the 1980s. At that
time, Emily Mann and JoAnne Akalaitis were known as groundbreaking professional artistic
directors in American theater. This was also a time in American theater history when significant
social and political issues were raising the consciousness of equal rights for diversity in the
workplace (Bartow, 1988; Cole, 1992). My passion, keen interest, and artistic questions were
moving my research forward into the visionary and performance aesthetic of Mann and Akalaitis
(Chinoy & Jenkins, 1981, 1987; Lupu, 1989). As I worked with each of them individually onsite
in New York, Pennsylvania, and Minnesota, I developed skills as a researcher, interviewer, and
director. The data collected answered the research questions that I proposed within the historical,
social, and political context of the 1980s.
Presently, the connections between my earlier research to my current research indicates
my continuing passion, along with the sustainability and benefits of theater arts throughout
people’s lives. Americans are still facing considerable challenges in their social, health,
economic, and political well-being. Theater artists are positioned to share stories that resonate
and support the education, entertainment, and inspiration needed in society. As such, theater
activity has always been a collaborative and community based social and civic activity. In
reviewing my own experiences in communities of theater makers, I have set the stage for
aligning and comparing the work from my lived experiences that now propelled my current
research for the common good of humankind.
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The Practice of Theater Arts: An Educational and Artistic Calling
Throughout my recent studies, I have discovered threads between my past graduate
research and my present research. Long before I connected Mann’s and Akalaitis’ leadership
practice with qualitative interpretative research, I was living experiences that enlightened and
benefited communities. Theater artists’ community collaborations resonate with practitioners and
researchers who believe in equitable, diverse, and inclusive artistic expression. Theater arts allow
artistic expression to be shared with participants and their audiences. One of the distinguishing
characteristics of theater making is collaboration; collaboration fosters a sense of belonging and
self-acceptance that promotes diverse community connections.
Today, after several educational and professional detours, I have completed this
dissertation. I focused on the historical development of North American theater arts and the
evolving leadership role of the artistic director in theater practice. As the American voice
developed, dramatic storytelling through community theater reflected its values, attitudes, and
assumptions. Throughout our nation’s history diverse American voices have questioned what
they believed, their attitudes, lifestyle, and assumptions about race. Then on May 25, 2020 the
murder of George Floyd (1973-2020), “who died under a Minneapolis police officer’s knee on
Memorial Day,” prompted social unrest, protests, and soul-searching about the origin of systemic
racism throughout the United States (Mizutani, 2020, p. 3A). This event happened during the
COVID-19 pandemic in which the health care inequities between the races in American life were
called out. These daily and current social issues contributed to American’s consciousness of their
unresolved struggle with systemic racism. The COVID-19 pandemic showed how systemic
racism affected the generational health of minorities. The George Floyd murder showed
Americans the racial inequities that have challenged our society for generations (Bierschbach,
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2020; Mizutani, 2020; Morrison & Murphy, 2020). Therefore, the time was ripe for social justice
and changes that were overdue. In the words of Dr. Martin Luther King, Jr., “The arc of the
moral universe is long, but it bends towards justice. So, we must help time and realize that the
time is always ripe to do right” (Acho, 2020, p. 158). In fact, millions of voices have realized
that the time for change and having uncomfortable conversations has arrived for the common
good of humanity.
Alignment and Mutual Connections: Theater Arts is Life in Community
Fundamental to community and theater arts is making human connections from people’s
lived experiences and sharing their stories on stage. In Webster’s New World Dictionary, there
are pages from the word common to community indicating the meanings that stem from the Latin
(communis), to Old Latin (commoinos), Old French (comun), and to Middle English (commun
languages. Essentially, in the context of theater community, common means shared mutual
exchanges. Common experiences of life are equally shared with others who belong to a similar
community where they share group fellowship. People who live together in the same village,
town, or city share common experiences; people also participate in their community and in
families for their basic needs and social connections. The etymology of the word community
relates to the communal life of human beings, the common denominator is the familial and social
relationships between people. Nuances of community include the social, political, and daily lives
of individuals living in interdependent communities. Theater arts is a social and civic activity
that is connected to a specific community and its contextual interpretation.
Theater artists are interested in communicating a common or shared story with an
audience. The “show and tell” of performance brings communities together while sharing stories
with the aesthetic distance, or fourth wall, between the performers and their audience (Brockett,
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1987; Dietrich, 1953; Ommanney & Schanker, 1982). Directors and actors are especially aware
of the communication and energy between their audiences while performing; performance is a
shared ephemeral human experience. As a result, collaborative and intentional connections
within a community performance create interpersonal connections between the performers and
the viewing audience (Canfield, 1963; Tanner, 1995; Whiting, 1978). The conversations between
collaborating theater artists are often energizing as they immerse themselves in the creative
process. Significantly, the creative and artistic process creates anticipation and passion for the
embodied stories shared on elaborate and/or make-shift stages (Brockett, 1987; Dawes, 2013).
Theater performances have a history of spurring audiences and their communities to feel
emotions and even to social action (Chinoy & Jenkins, 1981, 1987; Cohen-Cruz, 2005; Dawes,
2013; Wilson, 1982). The voice of the people continues to be shared with modern audiences.
The story of the development of the American artistic director, especially the entrance of
the woman director in American professional theater in the late 1980s, has intrigued and
motivated my past scholarly studies and this dissertation (Chinoy & Jenkins, 1987; Cole &
Jenkins, 1987). American women directors are not a 20th century phenomenon since women have
led performance troupes for centuries. Notably, nonprofessional and professional artistic
directors have contributed to theater activity throughout the history of North American drama
(narrative storytelling) and theatre production (Brockett, 1987; Chinoy & Jenkins, 1987; Cole &
Chinoy, 1963; Dawes, 2013).
What is noteworthy was the mid-to-late 20th century shift in American theater practice.
Gradually in American theater opportunities for diverse artistic leaders were recognized (Chinoy
& Jenkins, 1987). This paradigm shift was influenced by the feminist movement and the Red
Power Movement that grew in the United States in the 1960s and 1970s (Chinoy & Jenkins,
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1987; Cole & Chinoy, 1976; Dawes, 2013; Wilson, 1982). As a college student, then as a
practicing artistic director for decades in an educational setting (high school), I was intrigued
with the development of the artistic director in American theater. Throughout the late 20th and
early 21st centuries, diverse multigenerational and multicultural artistic leaders raised social
consciousness related to social justice, economic, racial, and political equity in their writing and
theater performances.
Interpretative Frameworks and the Connection to Critical Theory
Positioning my qualitative research in an interpretative framework aligned with critical
theory (Creswell & Poth, 2018). Creswell and Poth (2018) “refer[red] to narrative research,
phenomenology, grounded theory, ethnography, and case studies” as qualitative approaches for
social science inquiry (p. 323). Interpretative frameworks for inquiry are the beliefs “that guide
the actions of the researcher in conducting a study” that represents “a phase to qualitative data
analysis involving abstracting out beyond the codes and themes to the larger meaning of the
data” collected (Creswell & Poth, 2018, p. 328). The connection between interpretative
frameworks to narrative and case study research aligns within the category of critical theory.
Critical theory may involve qualitative research that focuses on social narratives that support the
researcher’s inquiry. Critical theory examines questions with power dynamics usually related to
race, class, and/or gender. As a result of qualitative inquiry, the researcher is in a relationship
with the researched within the contextual place of inquiry; thus, the interpersonal closeness or
distance “between the researcher and that being researched” is acknowledged (Creswell & Poth,
2018, p. 324). This means the inquiry approach and data collected are recognized as contextually
interwoven between the participants and researcher. My beliefs, experiences, and assumptions
shape the data collected for inquiry. Recognizing the tension between researcher and research,
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means my analysis involved pulling out themes that formed the meaning of the data in its
contextual setting. Consequently, the reviewed social and political literature, along with the data
collected in the field, informed the responses to my research questions. As such, theater artists’
work continues to reflect the lived experiences in community theater performances when
audiences identify with what they see, hear, and feel from watching a live performance.
Problem Statement
The focus of this study was on the problem of how and in what ways a specific artistic
director solved problems of practice that align with equity-focused leadership attributes. The
director has the potential to be a reflective servant leader who intentionally transforms
communities through their educational, artistic, and critical lens. The director’s practice may (or
may not) support transformation or growth within their communities. The practical issue that I
investigated was to discover how the organizational and educational leadership style of an artistic
director contributed to participating theater artists’ transformational learning and development. If
theater directors’ practice is ethically driven, authentic, life-affirming, and equity focused, then
sharing people’s stories builds bridges to support healthy communities.
My study began by contacting artistic directors throughout Minnesota who were
associated with either the Minnesota Association of Community Theater (MACT) and/or the
Minnesota Theater Alliance (MTA). Interested artistic director candidates responded to my
invitation to this study. The context of data collection included digital interviews with primary
and secondary questions aligned with my three research questions. Problems studied focused on
the emerging organizational, educational, and artistic leadership practices in community theater.
The puzzle that was solved related to how community theater directors attract diverse theater
artists and multigenerational audiences. When the COVID-19 pandemic spread to the United
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States (March 2020) theaters were closed and remain closed in March 2021. Leadership
challenges continue as artistic leaders work through how to keep everyone safe, while also facing
critical financial challenges. Theater artists hope to rebuild and continue their collaborations that
support lifelong, continuing, and transformational learning. The practical issue or problem I
discovered was how the artistic director’s organizational, artistic, and educational leadership
strategies supported (or not) the depth, breadth, and equity of their community theater.
Purpose Statement
The purpose of this narrative research and case study was to discover how artistic
directors are furthering equity and diversity in their leadership roles in Minnesota community
theater practice. A specific focus was on how artistic directors see their role as transforming
communities and supporting diversity in their community theater context. Artistic directors, who
may be members of the Minnesota Association of Community Theater (MACT) and/or the
Minnesota Theater Alliance (MTA) were considered as candidates for this study. The leadership
practices and strategies are defined as how and in what ways have the artistic directors generated
multigenerational and equitable community theater: community theater that supports and benefits
their diverse participants. I care about equity issues in community theater and see the immediate
urgency for inclusive, diverse, and multigenerational voices to be heard and invited to the table.
Introduction and Definition of Paradigm
In this section, I introduce and define my selected paradigm of choice that guided this
qualitative inquiry. During my process of determining the best paradigm for this study Guba and
Lincoln’s (1994) Handbook of Qualitative Research informed my choice. In their “Competing
Paradigms in Qualitative Research” chapter, the section on the nature of paradigms clarified how
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“Paradigms as Basic Belief Systems / Based on Ontological, Epistemological, and
Methodological Assumptions” provided supportive knowledge (Guba & Lincoln, 1994, p. 107).
A paradigm may be viewed as a set of basic beliefs (or metaphysics)
that deals with ultimate or first principles. It represents a worldview that
defines, for its holder, the nature of the “world,” the individual’s place in it,
and the range of possible relationships to that world and its parts . . . The
beliefs are basic in the sense that they must be accepted simply on faith
(however well argued); there is no way to establish their ultimate truthfulness.
(Guba & Lincoln, p. 107).
The value of qualitative research and how it differs from quantitative research paradigms
presents researchers different approaches, or methodologies, to their research and the ultimate
findings from reflective analysis. Subsequently, the paradigmatic orientation and philosophical
stance that frames my social science research was critical theory. Of course, competing
paradigms in qualitative research were considered including “positivism, post-positivism, critical
theory and related ideological positions, and constructivism” (Guba & Lincoln, 1994, p. 105).
My understanding of competing paradigms was imperative as I worked through the
characteristics and methodology steps. Significantly, as explained by Guba and Lincoln (1994),
“questions of method are secondary to questions of paradigms, which we define as the basic
belief system or worldview that guides the investigator [me], not only in choices of method but
in ontologically and epistemologically fundamental ways” (p. 105). My beliefs, values, and
assumptions are interwoven throughout my daily life. I challenged my own bias, limitations, and
reflective thinking. I gained a deeper understanding of what paradigm best aligned with the
educational and leadership theories I selected for this dissertation, its methodology, and for a
clearer development and understanding of the interviews. Knowing critical theory guided my
research, I turned to the esteemed champions Guba and Lincoln (1994) to learn more about their
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research inquiry and how it informed my own work. Thus, I continued to position my beliefs or
worldview in relationship to the study of artistic directors in the context of community theater.
Critical theory examines research for advocacy. Critical theory research leads to greater
social justice and equality between the researcher and participants. Giving voice was the
dialogue between the researcher (me) and the participants/interviewees; this allowed a reciprocal
conversation for understanding each other’s viewpoint(s) and to ask questions. A feminist
methodological approach supported mutual listening so that the individual and collaborative
voices could “establish collaborative and nonexploitative relationships, to place the researcher
within the study so as to avoid objectification, and to conduct research that is transformative
(Olesen, 2011; Stewart, 1994)” (Creswell & Poth, 2018, p. 324). Critical theory frames social
and historical research for advocacy, transformational change, and/or aims for greater justice
between the researcher and research participants. My epistemological stance addressed the
research relationship between me, the researcher, and the artistic directors’ practice in Minnesota
community theater.
I was an involved researcher who was interested in the participants’ world view that
informed their artistic and professional responsibilities in their context. During the interpersonal
interviewing via Zoom, the individuality of the artistic director and their specific community
theater provided a mutual conversation with semi-structured questions. As the questions were
answered by interviewees, I discovered that the planned questions and their answers were robust
and rich in similar experiences in their community theater context. This virtual time together
“manifest[ed] through time in the [virtual] field” developed a mutual understanding and
appreciation for the artistic directors’ work in their community theater context (Creswell & Poth,
2018, p. 324). Within this paradigmatic orientation, there are protocols for interviewing and
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observations that were monitored to maintain the confidentiality between myself and the
participants. The COVID-19 pandemic required physical distancing protocols that supported my
personal leadership code of ethics, the Minnesota Department of Education, and the Institutional
Review Board (IRB) Code of Conduct at Concordia University in St. Paul.
One guiding strategy for practicing feminist research methods, knowing my assumptions
about the degree of participants’ social awareness may influence my data analysis, was to
carefully listen to the artistic director with an open mind. What and how I perceived the specific
artistic director’s actions and dialogue, in relationship to social justice and equity issues, was
framed by my own experiences. My understanding of social positioning, based on critical theory
and the social constructivism framework, influenced my interpretation of the data collected from
a specific community theater organization. Consequently, the interpretivist and constructivist
paradigms framed my research around social issues emphasizing dialogue, as well as the
relationship(s) between me (the researcher) and my research participants. As a result, my
philosophical stance as a researcher, based on my beliefs, lived experiences, knowledge,
positionality, and assumptions, framed this study. Personal ontological, epistemological, and
methodological ways of learning informed my analysis of the data collected.
Since my position as a qualitative inquirer “relies on views of participants [artistic
directors] and discusses their views within the [community theater] context in which they occur,
[my work was] to inductively develop ideas in [this] study from particulars to abstractions”
(Creswell & Poth, 2018, p. 325). As a researcher, my positionality as an academic scholar,
teacher, and director/performer framed and guided my actions in the context of my research.
Thus, my reality-based assumptions relied on the artistic directors’ viewpoints. With this
understanding for framing my research, Yin’s (2014) models for case study research designs and
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narrative methodologies were aligned with my own research. My research focused on how and in
what ways artistic directors from community theaters support theater artists as they create
performances. Theater artists embody the lived experiences of diverse, multigenerational human
beings. The intellectual issue was the relationship between the community theater director and
how their leadership practice intersected with the participants and the audiences they served. The
director’s leadership practice included their artistic mission/vision, general and specific
production goals, how plays were selected and produced, how the director cast roles, and how
director-leaders collaborated with theater artists to support the advancement of equity and
community education in their theater context.
Brief Overview of Previous Research
This study drew and was built upon several bodies of literature. Namely, it was rooted in
the history of North American theater with a specific focus on community theater in the United
States. American community theater and its performance styles have had a long history rooted in
how and in what ways stories were embodied in the nation’s earliest performances and its
staging. From the earliest Native American storytellers to 21st century voices, audiences have
been entertained and/or edified by their community presentations (Cohen-Cruz, 2005; Lynch,
2015; Whiting, 1982; Wilson, 1982). These scholarly writers, along with many others, have
added robust historical details about the origin of research in the field of American theater arts
history. Secondly, this study examined scholarly literature on the evolving development of
directors’ leadership approaches; this foundational work included Brockett (1987), Cohen-Cruz
(2005), Cole and Chinoy (1976), Chinoy and Jenkins (1987), Gassner and Quinn (1969), Leiter
(1994), and Wilson (1982). One of the delimitations of this study was its focus on North
American theatrical history and the benefits of dramatic storytelling as conceptualized by the
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artistic directors’ aesthetic. A common thread in all ensemble work is the degree of authority
afforded the director whose individual talents and unique perspective(s) contribute to their
collaborative efforts (Bartow, 1988; Catron, 1989; Chinoy, 1976; Geiogamah & Darby, 2000;
Wilson, 1982).
Throughout history, the socio-economic and political landscape has influenced the work
of theater artists (Boal, 1985; Saldaña, 2011; Wilson, 1982). In fact, today’s coronavirus
pandemic is not an anomaly. LePan (2020) recently stated, “Throughout history . . . infectious
diseases have been a constant companion. Even in this modern era, outbreaks are nearly
constant” (p. 1). In the world’s current context, past and present scholars have connected,
supported, taught, and healed their communities during crises (Ardovini, 2015; Bartow, 1988;
Boal, 1985; Cohen-Cruz, 2005; Forenza, 2017; Hennigan, 1983; Kalb, 1984; Mezirow, 1978;
Ngo et al., 2017; Saldana, 1995, 1999, 2011; Salazar & Sierra, 2014). Sustained community
theater participation supports healthy outlets for civil society involvement (Forenza, 2017).
During the current COVID-19 pandemic, Steve Zimmerman (2020) stressed the value of
nonprofit organizations as
expressions of our humanity, people coming together to build stronger, more enriching
and more equitable communities. By expressing the hardship that our organizations are
experiencing and the difficult choices that must be made, we invite others to participate
in the process. (p. 6)
Such is still the reality of community theaters across the United States in the 21st century.
Nonprofit community theaters are threatened at this time. However, from the historical and
socio-economic research shared in my literature review, there is hope for the future, resiliency,
and lessons to be learned from past pandemic and financial crises that connect the past, present,
and future work of artists.
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In my Chapter Two literature review, the historical development of North American
theater arts and its performance were reviewed. The second topic reviewed was the historical
development of the American artistic director. The third body examined performance theory,
relevant theoretical frameworks in education as well as lifelong transformational learning in
community theater practice. The fourth body of literature focused on the benefits of community
theater including the influence of the artistic director’s collaborative leadership practices for
sustaining organizational and artistic health. This scholarly foundation framed my proposed
research questions.
Specific Research Questions
With the possibilities for transformational and lifelong learning, this study resided at the
nexus of my third and fourth bodies of literature. I examined how community theater artistic
directors practiced their leadership role to transform and teach others through theater arts. My
research questions aligned with the intellectual and practical leadership of the director. The three
questions that reside at the heart of my study are:
1. How, if at all, do artistic directors of community theater view their work as supporting
the advancement of equity and community education in their theater company?
2. What are the artistic director’s leadership practices, artistic choices, and intentional
relationship building activities and/or strategies that support the advancement of equity
and education in their community theater?
3. How does the work of the artistic directors’ collaborations and creativity support
community education/lifelong education?
The specific research questions sought to answer the intellectual and practical issues that I
wanted to understand. Throughout this discovery process, my research focused on how the
organizational and educational leadership of the artistic director contributed to the
transformational development of its participants.
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Overview of the Specific Research Site/Context
The Minnesota community theaters were selected from August to October 2020. With the
COVID-19 pandemic, the artistic directors who were interviewed were initially contacted
through email for their potential digital interview via the Zoom platform. The sites were
determined by the candidates who responded to the invitations that were sent in snail mail and
then email. After the proposed study was approved by the Education Department at Concordia
University St. Paul, the individual requests and the necessary IRB permissions were acted upon.
Since universities and colleges were required to reframe and manage digital ways for students to
complete their research, digital platforms via Zoom provided an alternative to face-to-face
conversations.
Significance of the Study
Social science research has contributed to the well-being of humanity and includes
extensive research by Creswell and Poth (2018), Knapp (2017), Lub (2015), Merriam et al.
(1996), Mezirow (1996), Seidel (2001), and Yin (2018). As social scientist researchers continue
to develop new ways of knowing more about the physical, emotional, psychological, and
spiritual needs of human beings, worldwide communities serve the needs of humanity. The
significance of this study was its contribution of knowledge to the fields of education, theater
arts, and leadership in the current climate of the COVID-19 pandemic, as well as understanding
our nation’s ongoing systemic racism. As such, in Christopher Ingraham’s (2020) article, “Racial
Inequality in Minneapolis is Among the Worst in the Nation,” readers learned how “the current
unrest in Minneapolis was sparked by the death of George Floyd, a [B]lack man who died in
police custody . . . [followed by the subsequent] anger and despair on display by hundreds of
demonstrators [that] underscore[d] a long simmering disconnect” (para. 1). With the ongoing
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social upheaval surrounding the death of George Floyd on May 25, 2020, throughout the summer
violence across the United States occurred (Kornfield, 2020). To emphasize the Memorial Day
crisis in Minnesota, Governor Tim Walz, “announced [on May 30, 2020] Saturday that he was
‘fully’ mobilizing the National Guard to help control the violent unrest that followed peaceful
protests over the death of George Floyd while in police custody” (Hernandez et. al., 2020).
The significance of controlling violent protests during COVID-19 was highlighted in
Zapotosky and Stanley-Becker’s May 29, 2020 Washington Post article: “Gripped by disease,
unemployment and outrage at the police, America plunges into crisis” (para. 3):
America’s persistent political dysfunction and racial inequality were laid bare this
week, as the coronavirus death toll hit a tragic new milestone and as the country was
served yet another reminder of how Black people are killed by law enforcement in
disproportionately high numbers. Together, the events present a grim tableau of a nation
in crisis – one seared by violence against its citizens, plagued by a deadly disease that
remains uncontained and rattled by a devastating blow to its economy [rendering the
highest rate of unemployment since The Great Depression]. (para. 3)
Political activist and historian, Barbara Ransby, from the University of Illinois in Chicago
observed the “toll of the coronavirus outbreak made long-standing racial inequities newly stark.
Then, images of police violence made those same disparities visceral” (Zapotosky & StanleyBecker, 2020, para. 5). The social-economic and health care disparities between races showed
during the pandemic the inequities and the effects of racial injustice in America. As Joe Biden
stated,
The original sin of this country still stains our nation today . . . And sometimes we
manage to overlook it. We just push forward with a thousandother tasks in our daily
lives. But it is always there. And weeks [May 29, 2020] like this, we see it plainly that we
are a country with an open wound. (Zapotosky & Stanley-Becker, 2020, para. 23)
The time for “thoughtful, calm, [and] deliberate leadership” throughout the United States was
needed for the common good of every American (Zapotosky & Stanley-Becker, 2020, para. 23).
Disparities in the American health care system, the rising number of deaths from COVID-19, and
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the nation’s highest unemployment rate in decades brought violent protests “over police killings
of black Americans” (Zapotosky & Stanley-Becker, 2020, para. 1). As reported by the New York
Times on March 21, 2021:
At least 773 new coronavirus deaths and 54,631 new cases were reported in
the United States on March 20. Over the past week, there has been an average
of 54,949 cases per day . . . As of Sunday afternoon [March 21, 2021], more than
29,825,300 people in the United States have been infected with the coronavirus
according to a New York Times database.
Since the COVID-19 pandemic was first reported in the United States in February 2020, the
current data reported on March 21, 2021 by the U. S. Department of Health and Human Services
showed to-date 542,000 deaths and 29.8 million+ cases have occurred in the United States (New
York Times, 2021). The U.S. inequalities in health care and social justice issues remain in the
news; there is an urgency to address these human issues that have continued to disrupt and affect
our collective lives. The time to join forces with diverse leaders who are dedicated to mitigation,
courageous conversations, and listening to all voices is now. These reasons provided an essential
motivation for this dissertation and its significance to social science research because theater
artists share our collective and human stories.
Theater performances are social activities that mirror the human experience; theater
artists are positioned to share the people’s cries for justice and racial inequality. When people
feel disenfranchised, MPR News reporter Aubrey (2020) explained how “tragic events . . . can
also create an opportunity, because people are fired up. Given all the anger and frustration,
experts say there are strategies to channel these emotions into action” (June 8, p. 1). This study
remains significant as it presents diverse voices for unresolved realities in American life. Stories
were shared as the Black Lives Matter movement provided a platform for “message[s] in many
shades” (Mizutani, 2020, p. 3A). As Mizutani (2020) stated, the George Floyd mural “painted on
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the CUP Foods at East 38th Street and Chicago Avenue in Minneapolis, near where Floyd died”
gave the community “a place to process” this tragedy (p. 3A). There were creative images
painted by visual artists, songs of grief, and collaborations by theater artists that provided places
to express raw emotions, racial identity, authentic feelings, and messages of hope to begin
healing our communities.
Since May 25, 2020, the George Floyd case continues to reflect the urgent need for
grappling with our nation’s history of systemic racism. A timely and relevant author, Emmanuel
Acho, published Uncomfortable Conversations with A Black Man (2020) in which he stated,
“after the murder of George Floyd, I wasn’t sure what I was going to do, but I knew I needed to
do something” (Acho, p. 203). Acho (2020) “believes the only way to cure our nation’s oldest
disease – racism – starts with a profound, revolutionary idea: actually, talking to one another . . .
Until it gets uncomfortable” (Front cover). To situate this study, the jury selection for
Minneapolis police officer, Derek Chauvin, started on March 8, 2021; this was the same week I
defended my dissertation (March 10, 2021). According to Paul Walsh’s article on March 16,
2021 in the Star Tribune, “Day 7 of the Derek Chauvin trial: Judge weighs delay or change of
venue,” the jury selection was disrupted after a $27 million civil settlement between the Floyd
family and the City of Minneapolis became public. Legal and actionable conversations
surrounding the Chauvin trial continued at this juncture of completing my dissertation making
this study relevant and timely.
For the disenfranchised, there are tipping points toward healing (or not) that may be
quickened when another crisis disrupts their social, physical, and financial health. With the
murder of George Floyd, the issue of racism was center stage in Minnesota and throughout the
United States (Aubrey, 2020). Therefore, the significance of my dissertation is its analysis of
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equity and social justice—not only in theater artists’ collaborations, but also as a timely analysis
in listening to people of all races. Making equity and social justice a priority for Americans
encourages their unity and healing (Aubrey, 2020).
With my research proposal, I turned to the voices and scholars whose work supports
positive change (Acho, 2020; Aubrey, 2020; Dilenschneider, 2020; Gladwell, 2002; Kotter,
2012; Lencioni, 2012; Pollock, 2008; Tutu, 1999). The significance of this study was to
empower artistic directors and leaders during and after the COVID-19 pandemic so healing can
benefit their communities. The dilemma facing American theaters, due to the pandemic was the
“civil unrest in the United States” and the “negative impact on intentions to visit cultural
organizations in the immediate” future (Dilenscheider, 2020, p. 1). Theaters were closed in early
March 2020 and continue to be closed in March 2021. With the prevailing uncertainties for
opening performance venues, we do not know when social distancing, civil unrest, how and/or
when schools and colleges will reopen for in-person learning. The unemployment rate among
theater artists, some who have not worked for over a year, are positioned to share how they have
survived. As stated in the Broadway World News Desk (2020),
The Broadway League continues to work with city and state officials as well as leaders in
science, technology, and medicine to formulate the best plan to restart the industry. Some
of the logistics being currently reviewed for audience members and employees include
screening and testing, cleaning and sanitizing, wayfinding inside theatres, backstage
protocols, and much more. (p. 1)
The leadership of artistic directors and their work with theater artists as performers,
teachers, dramatists, and technicians for audiences is rooted in community and our communal
life together. Thomas Schumacher, the Chairman of the Board of The Broadway League stated
the following upon the March 12, 2020 suspension of performances:
The Broadway experience can be deeply personal, but it is also crucially communal . . .
The alchemy of 1000 strangers bonding into a single audience fueling each performer
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on stage and behind the scenes will be possible again when Broadway theatre [and
community theaters] can safely host full houses. Every single member of our community
is eager to get back to work sharing stories that inspire our audience through the
transformative power of a shared lived experience. The safety of our cast, crew, orchestra
and audience is our highest priority and we look forward to returning to our stages only
when it is safe to do so . . . We will be back, and we have so many more stories to tell.
(Broadway World News Desk, 2020, pp. 1-2)
Not only Broadway theaters, but also local community theaters throughout the United
States are preparing for their own local venues to re-open. There are artistic bonds between
theater artists from amateur to professional venues. The extensive research that supported, and
continues to support, communal artistic collaborations is a gift to humanity and the humanities
(Baldridge et al., 2017; Bennetts, 2003; Bernard et al., 2015; Cohen, 2000; Elam, 2002; Forenza,
2017; Gay, 2010; Grobman, 2017; Hanrahan & Banerjee, 2017; Howard, 2010; Inoa et al., 2014;
Lawrence, 2012; McCarthy et al., 2004; Miettinen, 2000; Seidel, 2001; Taylor, 2007; Weltsek,
2018).
Fundamentally, the work of theater artists is about supporting the advancement of equity
to build healthy communities. The significant contributions of Davis and Yan (2005), Elam
(2002), Faigin and Stein (2010), Ferreira and Devine (2012), Freire and Macedo (2017),
Greenleaf (2003), and Schechner (1988) circle the dynamic issues facing theater artists,
especially in times of crisis. Cultural entities have survived earlier crisis throughout history, and I
believe they will thrive into the future. This dissertation informed and will motivate readers to
rethink how their communication, mindset, and practice will always be significant to humankind.
As individuals and their leaders gain social consciousness for valuing and respecting all
ethnicities and race, my hope is for our humanity to grow a deeper understanding of equity,
equality, and social justice for themselves and others. In sum, my leadership mission is to
empower others to advanced learning and success, while having a social consciousness for
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ethically driven and equity focused work in the classroom and in community theater. Theater arts
collaborators are socially conscious of their leadership role in advancing an American narrative
that embraces diversity, equity, inclusion, and the dignity of every human being.
Definition of Terms
According to Webster’s Dictionary, “theater” is the correct first spelling; also, “theatre”
is the second correct spelling option. Basically, the spelling difference is between American
English and British English. The terms theatrical, theatrics, and the American Theater magazine
are examples of this word’s usage. Another spelling is seen in how The Guthrie Theater in
Minneapolis (2019) and the St. Croix Off Broadway Dinner Theatre in Hudson (2019) use the
same word. The meaning of theater/theatre among scholars in this field of study focuses on the
embodiment of human stories with dramatic literature in theatrical renderings. I used the spelling
“theater” except when my research data (book titles, articles, and theater companies) use the
spelling as “theatre” throughout this dissertation and in my reference pages.
Actor-Manager
The term “actor-manager” is seldom used today and few people really fit the nineteenthcentury definition of it. Actors who manage their own companies … are largely a past
phenomenon, although a few more recent gentlemen, [actor-managers], among them
Laurence Olivier and the late Tyrone Guthrie, come close enough to keep the tradition
alive. The rarity of actor-managers today may also be explained by the fact that artistic
leadership in theatre has shifted during the last half century [20th century] from the actor
to the director, so that it is much more common to find stage directors establishing their
own theatres. In this case they generally assume the title of “artistic director” for the
organization [community theater/nonprofit and professional/for profit] as well as simply
“director” for any production they stage personally. (Langley, 1974, pp. 30-31)
Aesthetic Distance
The only reality that exists in the theatre is an aesthetic or an artistic reality, created by
the imagination of actor and audience. Actors know that they are not really the characters
in the play, but through imagination they act as if they were the characters. The audience
knows that the hero is not really dying on stage … to participate in the illusion of reality,
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both actor and audience must “suspend disbelief” and let their imaginations flow freely.
(Tanner, 1995, pp. 55-56)
Artistic Director
While the title of “artistic director” may imply that the person has little to do with overall
administration, it also may be used instead of “general manager” to emphasize that the
job includes artistic as well as administrative responsibility. The artistic director may be
at the top of the organizational structure with business managers and others below him
[her]. Whatever title is selected for the head of an organization, it should be clear to
everyone that he [she] is the man [person] whose “yes” or “no” can make any decision a
final one. (Langley, 1974, p. 30)
Director of Theatre
Schools and colleges that are active in the several performing arts appoint heads for each
called, variously, “director of theatre,” “director of music,” “chairman of theatre” or
another title of a similarly obvious nature. They are charged with the artistic and
administrative leadership of the division but work under a higher authority and within
institutional limitations of budget and organization. (Langley, 1974, p. 31)
Educational Theater (High School, College, University)
As noted by Langley (1974):
college theatres not only offer lavish facilities but also provide a tie-in with larger
institutions that can furnish an enormous amount of fiscal, administrative, material and
human resources found in no other type of theatre organization … The campus theatre
may be attempting to appeal to too many audiences, or it may overly compromise its
priorities, especially those between its obligation to teach and its obligation to entertain.
(p. 13)
Equality
The “State or instance of being equal is equality. The state of being equal in political,
economic, and social rights” (Webster’s New World Dictionary, 1966, p. 490).
Equity
Elena Aguilar’s (2013) definition of equity as applied in educational and community
settings means leaders begin their work with a definition that supports each person’s needs so
that they can reach their potential.
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In its most simplistic definition, equity means that every child gets what he or she needs
in schools every child, regardless of where she comes from, what she looks like, who her
parents are, what her temperament is, or what she shows up knowing or not knowing …
Equity is about outcomes and experiences for every child, every day. (p. 1-2)
With Aguilar’s (2013) definition, the expectations for an educational leader and the artistic
director are to include every individual in the organization. As a result, community theaters are
positioned to follow the tenets of educational equity and inclusion.
Race
Nobel laureate (1993) Toni Morrison (1931-2019) stated in her September 21, 2014
interview with Stephen Colbert,
There is no such thing as race. It’s just a human race. Scientifically, anthropologically.
Racism is a construct—a social construct. And it has benefits: money can be made off it.
People who don’t like themselves can feel better because of it. It can describe certain
kinds of behavior that are wrong or misleading. So, it has a social function. Racism.
But race can only be defined as a human being” (Acho, 2020, p. 190).
Stock, Repertory, and Resident Theater
“Stock theatre” generally means those summer and winter seasonal operations that
employ Equity actors. “Resident theatre” is a term commonly used to indicate those
operations that maintain a permanent company of Equity actors who usually perform …
different plays in series or in alternating sequence. Both systems evolved from the
nineteenth century English and American stock companies of professional actors that
performed in their own “home” theatre, retained the same actors for long periods of
time and presented a standard number of plays in repertory while adding new ones on
occasion. Most stock theatres today, however, do not maintain resident companies . . .
Many resident theatres today do not maintain a permanent company for more than a
single season … stock, repertory and resident are terms that have established meaning
both within the [theater] industry and for the general public … (Langley, 1974, p. 11
emphasis in original).
The Guthrie Theatre (1963) in Minneapolis is an example of the English actor-director Tyrone
Guthrie’s vision for a repertory in the United States.
Technical Director
Most productions [at any level] and theatres require a person to supervise the many
aspects of assembling the physical production and perhaps, of managing a large staff and
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budget related to these. The technical director in many theatres may also serve in some
other capacity [as] master carpenter, lighting designer, electrician—but still be given the
responsibility of overall technical supervision. In other theatres the stage manager may
have this [off-stage and back-stage] responsibility, in which case he [she] is given the
title of “production stage manager.” (Langley, 1974, p. 32)
Staged observations of universal life are experiences that uniquely share people’s social,
political, and cultural similarities. As a result, there is potential for positive change when the
artistic director and collaborators have intentional communication through their creative staging
and storytelling (Boal, 1985; Cohen-Cruz, 2005; Dawes, 2013).
Limitations of the Study
As a result of the current COVID-19 pandemic, the methodology and the availability of
in-person observations in Minnesota community theaters including face-to-face interpersonal
interviews with artistic directors were not possible; this created an unprecedented limitation. This
study was not limited in terms of published data. Resources are/were available in the Concordia
University St. Paul library and on organizational websites including American Alliance for
Theatre & Education (AATE), American Association of Community Theatre (AACT),
Minnesota Association of Community Theatres (MACT), Minnesota Theatre Alliance (MTA),
Perpich Center for Arts Education (PCAE), and Theatre Communication Group (TCG). Data
collection needed for historical, educational, and performance was not limited. With Internet
connection, there were electronic platforms (Collaborative Ultra, Google Hangouts, Skype,
Zoom) that mitigated in-person observations with digital interviews.
The COVID-19 pandemic started in March 2020 and was still active in March 2021
throughout the world, United States, and Minnesota. Therefore, I followed the protocols for Stay
Safe MN throughout the interview collection stage to digitally collect data needed for this study.
My case study and narrative research interviews were completed via Zoom starting in August
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and were completed at the beginning of October 2020. Questions for the artistic directors were
reviewed and accepted by the Institutional Research Board at Concordia University St. Paul. I
proceeded through the steps needed to collect the necessary data from my five primary and
twelve secondary questions that were aligned with my three research questions.
Conclusion
Throughout Chapter One I introduced my research topic, problem, purpose, the three
research questions, the significance of this qualitative study, relevant terms, and the COVID-19
limitations during the digital interviews. The following chapters (Chapters Two and Three)
provide the necessary historical, educational, performance, and leadership knowledge connected
to this study. In previewing the following chapters, the readers will be introduced to the four
bodies of literature in Chapter Two. Chapter Three introduces the methodology and research
design before launching into the relationship between the participants and myself. Chapter Three
also addresses the necessity for following the prescribed research ethics, along with the
instrumentation and protocols for the procedural analysis of my collected interview data. Chapter
Three concludes with the assumptions, limitations, delimitations, and the conclusion.
Chapter Four reviews the problem and interview questions before presenting the thematic
results and findings from the five primary interview questions. After summarizing the contextual
support from the interviewees’ situational context, I presented and discussed the eight common
themes from the interviewees’ data. Chapter Five begins with an analysis of the nine artistic
directors’ responses to the three interview questions, along with their contribution to
transformational growth in their educational and artistic work. Since the artistic leaders’
interview data revealed eight common themes, Chapter Five concluded with four
recommendations for artistic leaders in community theater practice. Chapter Five ended with
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three future research opportunities for practitioners, directors, educators, and other leaders of
community theater in Minnesota.
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CHAPTER TWO: LITERATURE REVIEW
Purpose and Preview of Chapter Two
In this chapter, I analyzed four bodies of literature that provided the historical context for
the development of North American theater and its community-based performance. The first
body of literature focused on the scholarly research that established the earliest findings of
theatrical activity in North America. The second body of literature established the historical roots
and development of the American artistic director. The dynamic and changing role of the artistic
director throughout history was summarized from selected scholars and practitioners who have
influenced theater arts management and production. The third body of literature examined
performance theory, relevant theoretical frameworks in education, and why lifelong
transformational learning for diverse learners aligns with community theater. The fourth body of
literature explored the benefits of community theater when the servant-leader framework is
practiced by theater arts leaders. This final body of literature focused on the artistic directors’
role as a servant leader and how practicing sustainability strategies promote their organization’s
health and development.
As a result of the historical development of dramatic storytelling and theatrical
performance, there are recurring social and historical tensions that shape contemporary
community collaborations and arts management. To build my argument for the impact of
irreversible tensions that continue to be mirrored in both playwriting and play production, I have
selected scholarly resources to situate this study and my positionality as a theater scholar. By
highlighting seminal historical events, along with the social issues they raised, I attempted to
address this gap in theater scholarship. I establish the relationship between past and present
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thematic tensions that continue to influence 21st century North American drama (storytelling)
and practice (performance).
In reviewing North American theater literature, I found a distinguishing characteristic of
American theater for engaging broadly with diverse communities during the 1960s and 1970s.
In Cohen-Cruz’s (2005) Local Acts: Community-Based Performance in the United States, she
defined engagement with communities embracing aesthetic diversity:
Community-based art is a field in which artists, collaborating with people whose lives
directly inform the subject matter, express collective meaning . . .It spans performances
committed to social change along with those whose purpose is the conservation of local
cultures . . . Its practices range from grassroots oral storytelling to formal techniques
created by professional artists. (p. 1)
Along with engaging in aesthetic diversity, there is also an openness for contextual
diversity in dramatic storytelling. Contextual diversity, as Cohen-Cruz (2005) explained, is
broadening community-based performance to include “the term performance rather than theater
to include not only dance and music but also a much larger category of heightened behavior
intended for public viewing” (p. 1). The performance theorist Richard Schechner (1988)
embraced a broader and flexible understanding of storytelling in performance that is expansive in
its diverse contexts (Cohen-Cruz, 2005, p. 2). These performances range from sharing rituals,
prepared and/or spontaneous happenings, and/or rehearsed performances (Cohen-Cruz, 2005, p.
2). Although there are many styles of performance and varieties of artistic expression, diverse
ethnic and cultural sharing provides contexts that bend and remake time to share stories. In body
two, I review the historical literature related to the development of the earliest director-leader
and how that role has changed in North American theater practice.
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Theater Artists’ Work Mirrors Intercultural Social Strengths and Issues
Historically, playwrights wrote and theater artists perform stories that reflect the social,
political, and theological experiences of people’s lives (Bell, 1996; Birgit, 2014; Boal, 1985;
Bowles & Nadon, 2013; Brockett, 1987; Chinoy & Jenkins, 1987; Greenblatt, 2004; Schechner,
1977; Whiting, 1988; Wilson, 1982). Human beings have always been storytellers reaching back
to the earliest theories of Plato and Aristotle; that is, imitation or mirroring others is “an
inevitable and powerful instrument in the passing on of a culture’s … values from generation to
generation” (Gassner, 1969, p. 31). Mirroring or telling one’s story is an intercultural and worldwide human experience; thus, sharing human stories is a socio-cultural expression of human
beings that is not limited to one specific culture. This literature review chapter concludes with a
final synthesis and my evaluation and establishment of the need for further research into the
practice of artistic directors in the 21st century. Subsequently, my evaluation and rationale for
doing further research in this field of study led me to the methods describe in Chapter 3, the
methodology chapter.
Body One: The History of North American Theater and
Community-Based Performance
The first body of literature presents the history of North American theater practice as it
developed and evolved into today’s community theater. In body one, the work of artistic
collaborators and arts managers is important because their collective historical knowledge
provides a larger context from the past that informs contemporary practice. The literature situates
the study in North American theater and dramatic history. Historically, the influence of the
English language and its culture on American theater is documented by Brockett (1987), Dawes
(2013), and Wilson (1982). In Dawes’ (2013) Indigenous North American Drama, she
summarized significant Native American contributions to American theater and drama.
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Notable scholars (Brockett, 1987; Brockett & Findlay, 1973; Gassner & Quinn, 1969) have
extensively exhausted and published thousands of pages about Old World and New World
theater history reaching back to Ancient Greece and the Roman Empire. The influence of Greek
and Roman theatrical history on English and North American theater history is undeniable and
robustly documented. Thus, referencing why North American theater history is influenced by the
Greek and Roman theater can be traced back to the earliest English tragedies and comedies
(Wilson, 1982).
English actors, managers, and technicians planted the drama in America. English
tragedies and comedies comprised the repertory in colonial America, and English
costumes, settings, customs, and speech were used in dramatic productions. Thus, the
theatre in America was a living transplant from the English stage, and many decades
passed before the transplant, responding to its new environment, developed a character of
its own. (Wilson, 1982, p. 2)
Wilson’s (1982) historical fact is significant because the English influence on the first native
born American voices evolved with each new generation.
Wilson’s (1982) summary of the American connection to the English Renaissance and
the English Restoration means the earliest American theater history was influenced by Puritan
theology, along with the Protestant Reformation. It is not surprising that American history and
theological viewpoints are interwoven in dramatic storytelling. The US’ diverse and international
population, as well as its multicultural history, has been shaped by many perspectives and lived
experiences dating back to the Greek and Roman theater (Brockett, 1987; Wilson, 1982). The
scholarly historical records describe in detail significant events that have shaped how and in what
ways diverse communities have fought for and against their personal and/or community beliefs
and values. Distinguished writers in the field of theater history—Brockett (1987), Gassner &
Quinn (1969), Whiting (1988), and Wilson (1982)—have researched the ebb and flow of
American theater history. Wilson (1982) observed theater arts’ importance as such:
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If understanding oneself and other human beings is important, the theatre is relevant; if
experiences that exalt the spirit and cleanse the passions are important, the theatre is
relevant; if entertainment that relaxes us and adds a few moments of meaningful laughter
to our existence is important, [then] the theatre is relevant. (p. 1)
Wilson and other scholars (Cohen-Cruz, 2005; Dawes, 2013) have researched the earliest history
of American theater. They described when, why, and how social, economic, and political tensions
have been and continue to be integrated in dramatic literature and theater arts practice.
North American Theater History
Native American theater history has its distinct cultural and aesthetic diversity that
influenced American theater history. Cohen-Cruz (2005) and Dawes (2013) expanded the
narrative of North American theater history with their extensive scholarly research. Additional
historical researchers who have contributed historical details and tribal insights include Bell
(1996) and Geiogamah and Darby (2010). The relationship and integration of Native North
American theater, as described by Cohen-Cruz (2005), connects historical and cultural history.
Hence,
evidence of precursors to community-based performance establish[ed] it as a field with a
rich past, providing models, variations, and legitimation. Community-based art in this
country extends back to Native American forms that expressed and preserved the
collective identity of the original inhabitants of this land. As other cultural groups came,
by force or by choice, each brought traditions that they continued to practice, often with
innovations, in the “new world.” (Cohen-Cruz, 2005, p. 9)
As is often the case, storytelling begins with and relates individual human stories that have the
potential to transform performers and their audience. Traditionally familiar stories are often
shared within “the same community as the performers” (Cohen-Cruz, 2005, p. 9). The
development and performance of stories recall and show in formal and informal presentations.
Dawes (2013) identified indigenous drama and its innate relationship to storytelling:
Indigenous drama and performance constitute—along with storytelling—the oldest
literary genre in the Americas. Ranging from the ancient Kwakiutl mystery plays to the
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Hopi clown dances, performative traditions have been primary modes of cultural
expression all across the continent. (p. 1)
In Dawes’ (2013) work, she acknowledged how past and present language in contemporary
scholarship has addressed words and phrases associated with indigenous, Native American,
Indian, and descriptive language. This language has influenced Native American identity.
Dawes’ (2013) words addressed the positional and political correctness of the words
“Native American,” “Indian,” and related terms in this study.
In matters of so-called political correctness, disclaimers about the use of “Indian,”
“Native American,” or other terms precede almost every publication, and breaches of that
protocol are reviewers’ most popular targets. Aware of these terminological inadequacies,
and with respect to indigenous people’s sovereignty and inherent right to the North
American continent [Dawes uses] the hyperonyms “Native,” “Native American,” “First
Nations,” “indigenous,” and “aboriginal” interchangeably in cases where a
comprehensive term is needed. Since these terms are as much a discursive construct as
“Western” or “European,” and for purposes of differentiation, [Dawes uses] distinct
cultural [and tribal] affiliations wherever possible. (Dawes, 2013, p. 13)
Dawes’ clarity in recognizing the power of terminology and its usage in literary genres,
including dramatic literature and performance, supports sensibilities in the current socio-cultural
context. Dawes’ stance as a writer supports the varying historical identification of diverse tribal
voices from Canada, Europe, and the United States.
Red Power Movement and Native American Theater Arts
Dawes’ (2013) book is an anthology that includes three distinct sections including a
section on Native America history, the contributions of selected playwrights, and “analyses of
historiography, history, and cultural memory, both as modes of representation and as issues
negotiated on stage” (p. 8). In Ann Haugo’s (2013) chapter, “Native American Drama: A
Historical Survey,” she contextualized the historical connections between Native American and
European American drama and performance.
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Haugo’s (2013) historical survey highlighted “Colonialism, Theatre, and American
Indian Identity” from the earliest plays by non-Native writers. Haugo critiqued the
misrepresentation of Native Americans in their Native dramatic literature. Moreover, Haugo
explained how a paradigm shift occurred during the 1970s in which a shift from Native
American caricatures (i.e., the Indian princess, the noble savage, the villainous red devil) were
characterized as real people and not as stereotypes. Haugo compared the development of Native
American and Black American misrepresentations in culture and theater as a “hostile
representational context for Native playwrights and actors … The problem is hardly a theatrical
one, but rather a problem endemic to American popular culture in general” (Haugo, 2013, p. 41).
Haugo (2013) described the Red Power Movement as a civil rights movement that led to
the American Indian Movement (AIM) “founded in Minneapolis in 1966. These new pan-Indian
organizations fought for the improvement of American Indians’ lives throughout the United
States and Canada” (p. 43). The influence of the Red Power Movement also led to the
establishment of the Native American Theater Ensemble (NATE), a pan-Indian collaboration,
established in New York City in the 1970s.
Contributions of Black Americans to American Theater
Historian Garff Wilson’s (1982) publication of Three Hundred Years of American Drama
and Theatre highlighted the first Native Americans, first Black 1 American performers, first

To situate the following discussion in contemporary American culture and language usage, the APA Guidelines for
Unbiased Language and how to correctly use nondiscriminatory language (American Psychological Association,
2010, p. 73). The three General Guidelines for Reducing Bias are (1) to describe at the appropriate level of
specificity, (2) to be sensitive to labels, and (3) to acknowledge participation (APA, pp. 71-73). For example, Native
Americans, Chinese Americans, Black Americans, German Americans, and Mexican Americans, et al. it is
appropriate “to describe them [Americans] by their nation or region of origin” (APA, p. 71). To clarify, the APA
guidelines are the expected protocol and they are not wrong. However, “it is most appropriate to use the names that
communities themselves prefer to be called, especially in an equity focused dissertation. There will inevitably be
disagreement on communities’ names for themselves and who may use what terms” (A. Farrell, personal
communication, May 26, 2020).
1
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Black directors, and the first Black dramatists in American theater. Within Wilson’s index under
“Negro theater arts” (p. 341), index identifiers move from Black dramatists (pp. 312–314), Black
performers (p. 252), the Negro Ensemble Company (p. 314), and Negro Minstrel Show (p. 45).
Wilson’s (1982) language usage within his referenced historical documents (pp. 43–46) are
historically and socially correct in his chronological list of the “Developments in New York:
1800-1850.” For example, in 1832 “Rice introduced his “Jim Crow” act at the Bowery Theatre
… In February 1843, the Virginia Minstrels created the first Negro Minstrel Show at the Bowery
Theatre” (Wilson, 1982, pp. 43–45). Wilson’s historical research indicated how and why his
language usage is contextually and historically correct.
The Federal Theatre Project was energized in 1935 with a new leader, Mrs. Flannagan,
who worked with the Federal Theatre Project (Wilson, 1982). Flannagan’s work with the Works
Progress Administration (WPA) supported theater people who were on relief rolls. This was a
time when “regional theatres developing native plays and original methods of production” were
encouraged (Wilson, 1982, p. 258). The paradigm shift from cost prohibitive productions to
organizations that filled the gap for civic arts activities appeared in regions far from New York
City. The leadership of Mrs. Flannagan, the director of the Federal Theatre Project during the
Great Depression for the Works Progress Administration, reached into the regions of many states
and provided a variety of theatrical offerings.
In addition to these early developments in the history of Black American theater arts,
Wilson (1982) noted that during the 1920s and 1930s there were several Black performers on
Broadway. The 1929 Stock Market crash, along with the Depression and World War II, forced
many theaters to close. When live theaters re-opened their business was changed; the film
industry was now the preferred entertainment. In fact, by the 1940s, movie attendance had grown
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to “ninety million per week” (Wilson, 1982, p. 254). It was during the post-war years when the
nation’s community theater movement grew in diversity and inclusion. Just as the New York
based Group Theatre was unique during the 1930s, so was the Federal Theatre Project growth
into American regions. The Group Theatre “reflected the unrest of the times and the aspiration
for theatre dedicated to higher social and artistic ideas” (Wilson, 1982, p. 256).
Theater artists throughout history have been shaken by financial, social, and public health
events throughout history. In LePan’s (2020) study of world pandemic history, he reported the
flu pandemic of 1918-1919 killed between 40-50 million Americans. Theaters across the country
were closed and destroyed theater communities across the country. In the history of American
theater, pandemics have disrupted the lives of theater artists. When the 2020 COVID-19
pandemic spread across the United States, theaters were closed for months by the Centers for
Disease Control, as well as federal and state governments (Coronavirus, 2020; Minnesota
Department of Health, 2020). Social movements including the 1960s Civil Rights Movement,
followed by the 1970s Red Power Movement, impacted the economic lives of millions. After a
social crisis, storytelling in the form of dramatic literature helps people heal from traumatic
experiences when they share their experiences in community contexts (Birgit, 2014; Blackburn,
2018; Brockett & Findley, 1973; Brustein, 1991; Dawes, 2013).
Eugene O’Neill’s Influence on American Community Theater Development
In 1916, the same year that Dixon published Americanization, Eugene O’Neill joined an
amateur theater group in Greenwich Village, New York. This theater group was formed by
avant-garde artists and writers (Gassner & Quinn, 1969). O’Neill wrote his first plays for the
Provincetown Players who had a small theater in Greenwich Village. The Greenwich Village
Theatre (1923-1927) provided a venue for O’Neill to direct his newly written plays. As stated by

36
Gassner and Quinn (1969), “Both the Provincetown and the Greenwich Village ventures were
among the most influential of groups in the seminal ‘little theater’ movement, which gained
momentum after 1912 and succeeded in modernizing the American theater in the 1920’s” (p.
615). The little theater movement was seminal in the development of American community
theater as interest in amateur theater expanded. After Tyrone Guthrie founded The Guthrie
Theater in Minneapolis in1963, a national interest for community theater performance began to
grow in places far across the United States (Forenza, 2017; Lynch, 2015; Whiting, 1988).
As theater lovers found their niche in local amateur community theater groups (Bernard
et al. 2015, Bowles & Nadon, 2013; Cohen-Cruz, 2005), there was a need for trained amateur to
professional theater artists. In regions across America, there was a demand for educational
theater programs in college and university theater departments that started to offer theater
courses for their students (Conte & Langley, 2007; Forenza, 2017; Haugo, 1999, Whiting, 1988;
Wilson, 1982). As Gassner and Quinn (1969) noted, the integration and interest for theater arts
was inspired by Eugene O’Neill’s work in his own amateur theater groups. As a result, trained
and organized theater artists throughout America have now organized and produced theater for
those who were located far from metropolitan regional theaters. As the community theater
movement caught on, the participants and its audiences became more ethnically diverse and
multigenerational (Dawes, 2013; Forenza, 2017; Haugo, 1999; Lynch, 2015; Whiting, 1988).
Educational and Community Theater Development: Linking Connections
Langley’s (1974) research on the history of American community theater began in the
earliest colleges and their communities. Community theater organizations did not appear until
after World War I. As described by Langley (1974), in his chapter “Community Theatre,”
Both community and educational theatre sprang from the same urges and sources of
inspiration … The little theatre movement [tributary, nationwide or community theatre]
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was a reaction against the quality of the flagging commercial theatre … To provide
employment for professional theatre people during the depression and to help reinforce
nationwide theatre the Federal Theatre Project was inaugurated under congressional
sponsorship in 1935 … its influence on the growth of the community theatre was
considerable. (pp. 165-167)
Amateur performers not connected to any specific theater organization have been a part of
community life; however, with a growing interest for supporting amateur theater there was move
activity throughout America (Conte & Langley, 2007; Langley, 1974). One of the first national
organizations that embraced local community theater was the American Association of
Community Theater (AACT, 2020).
American Association of Community Theater and Community-Based Performance
With support from educational theater programs and professional theaters, local
community theaters found their niche in serving theater artists across the United States. The
American Association of Community Theater organized community theater artists who then
became leader-artists in their state’s organization (AACT, 2020). As stated on their website, the
AACT is “a nonprofit corporation that serves both individuals and organizations by providing
expertise, assistance and support so that community theatres can provide the best possible
theatrical experience for participants and audience alike.” In contrast to the for-profit regional
theaters, AACT was founded in 1986 to support nonprofit and local theater organizations. The
AACT supports artistic performances for multigenerational audiences with community
volunteers, amateurs, and professional theater artists.
In Cohen-Cruz’s (2005) Local Acts: Community-Based Performance in the United States,
the legacy and establishment of the community-based performance field is between ritual and art
performance; whereas the AACT (2020) productions are associated with seasonal productions
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that offer popular, classical, and/or musical theater to sustain their audiences’ support.
According to Cohen-Cruz (2005),
Community-based performance is a field in which artists, collaborating with people
whose lives directly inform the subject matter, express collective meaning … [Their
performances are] committed to social change along with those whose purpose is the
conservation of local cultures, sometimes both at once. Its practices range from grassroots
oral storytelling to formal techniques created by professional artists. (p. 1)
Amateur and professional theater artists come from varying experiential and academic
backgrounds, socio-economic levels, and are multigenerational. There is a sense of community
pride and support for mutual benefits for participants and their audiences. A common goal is to
enhance the community’s cultural life. Interpersonal relationships are enriched when theater
artists create dynamic theater for their stakeholders. Synergy between community members, the
theater artists, their leaders, and the mission of a specific community theater serves their
audiences. The benefits of theater arts for participants, along with the values of the performing
arts in local communities is recognized by scholars (Kirkham, 2019; PARC Report, 2002;
Scorca, 2002; Walmsley, 2013).
The American Association of Community Theatre has state associations including the
Minnesota Association of Community Theater (MACT) based in Minneapolis. The AACT is the
national theater organization,
whose chief goal is to enable community theatres across the country to become the
cornerstones of the creative life of their communities—to provide quality entertainment,
intellectual stimulation, challenge and opportunity, and to be worthy contributors to an
improved quality of life for the communities which they serve. (AACT, 2020)
Body One Summary
As Jenkins and Wapp (1976) stated:
A historical study of Native events from earliest recordings or oral histories to the present
has yet to be made. But from the evidence at hand it is clear that performance has always
been and is today a vital part of Native life, in spite of edicts and restraints. (p. 6)
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Across North America, the resiliency and passion of many “cultures of European, African,
Asian, and Indian [First Nation] civilizations,” led creative artists and their audiences on a
multigenerational journey that shared dramatic stories during performance events (Langley,
1974, p. 363). Throughout centuries of change in North American history and culture, the
“humanity, the excitement and the joy that lies at the foundation of a timeless fascination with
the art of theatre will never change” (Langley, 1974, p. 363). As such, community theater and
community-based performance in North America provided opportunities for multigenerational
theater making in diverse contexts. Maslow (1954) and Schechner (1988) researched how
humanity lives, works, and plays in communities; thus, this explains why human beings are
indeed socially connected and are healthier living in groups, working in groups, and socializing
in groups for their individual well-being. American theater artists have included a broad aesthetic
where the embodiment of stories rendering family and social issues support personal,
community, and related needs. Sharing cultural values and experiences, between those who may
have a different perspective, keeps individuals interested in others and how they have
experienced the world. Subsequently, the benefits of community theater and community-based
performance have respectfully embraced indigenous North American, Black American, and US
European roots.
Body Two: The History and Development of the
North American Artistic Director
Body two is divided into four sections: (1) A review of the historical development of
theater arts from its Ancient beginnings to North American drama; (2) The rise of the directorleader in North American community theater and performance arts; (3) Community theater and
performance arts growth of identity in North America; and (4) The artistic director as
organizational leader in American community theater.
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Review of the Director’s Historical Development: Ancient Greece to North America
Aristotle (384-322 B.C.) was one of the significant Greek philosophers (Gassner &
Quinn, 1969). His writing on poetry, storytelling, and tragedy remains foundational in the field
of drama, theater arts, and leadership ethics (Brockett, 1987; Gassner & Quinn, 1969; Northouse,
2016; Ommanney & Schanker, 1982; Whiting, 1988). As summarized by Gassner and Quinn
(1969), Aristotle’s resonating impact as a Greek philosopher grounds the essential framework for
dramatic literature and theater arts for tragedy and comedy: “Aristotle is the author of the earliest
extant philosophical defense of tragedy. His treatise is called Peri Poietikes (“On Poetry”) in the
Greek manuscripts, and it is often referred to in English as the Poetics …” (p. 29). Aristotle’s
relevant and poetic treatise, Peri Poietike (Poetics), remains one of the seminal documents in the
field of theater arts (Brockett, 1987; Gassner & Quinn, 1969). Aristotle’s Poetics has influenced
the construction, or playwriting, of dramatic literature for centuries. Aristotle’s three dramatic
principles are characters/actors, a plot/story, and place/setting based on his belief, or philosophy,
for authentic and organic storytelling. “For example, the action, not merely the protagonist,
should be single; actions should have satisfactory beginning and ending points; events should
follow one another in … necessary sequences” (Gassner & Quinn, 1969, p. 32). These
fundamental storytelling features still resonant with writers today (Cohen-Cruz, 2005). However,
in one story there may be dimensions of characters’ thoughts and actions, expansive plots, and/or
several places/settings. Aristotle’s original framework was uncomplicated during his lifetime;
but, throughout centuries, artistic freedom (or poetic license) has been applied with his initial
narrative storytelling framework (Brockett, 1987; Cohen-Cruz, 2005; Gassner & Quinn, 1969).
Another influence of Aristotle’s work is its focus on the imitation of life, or what is
considered a mirror that reflects the human condition so that writers share images of humanity
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with audiences (Gassner & Quinn, 1969). Aristotle originated the “katharsis of pity and fear” as
a movement of emotion occurring within individual audience members, bringing them to either
laughter or tears, while watching a performance. This emotional transformational experience is a
“katharsis of pity and fear;” this means it was and is possible for audience members to be
emotionally moved to tears, and/or laughter, that cleans (or transforms) one’s soul. The result is a
healing catharsis that is potentially transformative for engaged members of the audience
(Gassner & Quinn, 1969, p. 31). Details in Aristotle’s Poetics have been prominent in
influencing literature, poetry, drama, and “criticism over the last four centuries” (Gassner &
Quinn,1969, p. 32). Aristotle’s Poetics continues to influence contemporary “organic”
storytelling, along with the director’s leadership role in telling stories (Cohen-Cruz, 2005).
The Rise of the Director-Leader in North American Theater
The director/regisseur/metteur en scene was originally “conceived as a super stage
manager” (Cole & Chinoy, 1953, p. 3). The earliest emergence of the super stage manager, or the
earliest director-leader, was tasked with unifying the production as its artistic leader. Stage
managers were the first directors in live theater productions. As noted by Chinoy (1976), the
“person we in the United States call the director is called in England the producer, in Germany
and Russia the regisseur. In France, however, regisseur refers to the stage manager, while the
director is known as the metteur en scene” (Cole & Chinoy, 1976, p. ix).
Within the framework of the collaborative process of staging, or mounting a production,
the personal style of an artistic leader may range from a strict disciplinarian to a free-for-all
process (Bartow, 1988; Canfield, 1963; Catron, 1989; Cohen & Harrop, 1974; Conte & Langley,
2007; Dietrich, 1953; Hodge, 1971; Sievers et al., 1965). The artistic director’s design, vision,
and production decisions start in pre-planning meetings and guide the rehearsal process through
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opening night: the entire collaborative process is dynamic and fluid (Canfield, 1963; Conte &
Langley, 2007; Dietrich, 1953; Hodge, 1971).
In the field of theater arts, there are numerous resources that teach, prepare, and support
directors for their role as a leader (Canfield, 1963; Conte & Langley, 2007; Dietrich, 1953;
Hodge, 1971; Sievers et al., 1965). The director and collaborators integrate their progress
throughout the creative process keeping the social context of their community in mind. The
primary role of the artistic director is to be the creative force and visionary for the theater being
created. This means the director must be an excellent communicator and a trained leader. “In
other words,” as stated by Whiting (1978), “the job of directing calls for the imagination and
sensitivity of an artist, the skill and patience of a teacher, and the efficiency and organization of
an executive” (p. 216). A skilled director shares the playwright’s story within the boundaries of a
specific theater space. Embodied storytelling builds bridges from the director’s vision to their
audience(s). Live performances may entertain, educate, persuade, benefit, and/or have the
potential to transform theatergoers (Kirkham, 2019; Walmsley, 2013). Theater “is a group art
that demands teamwork. Artistic ability alone is not enough; ability as a teacher and executive is
fundamental” (Whiting, 1978, p. 217). With respect to the breadth and depth required to produce
live theater, the directorial paradigm has shifted from a collaboration to a single artistic leader,
and then again to more collaborative leadership (Gassner & Quinn,1969).
In Chinoy’s (1976) chapter, “The Emergence of the Director” in Cole and Chinoy’s
(1976) Directors on Directing, she integrated the historical through-line of the evolution of the
North American director-leader whose gender was more likely to be male than female. Within
Chinoy’s (1976) chapter, there were no footnotes and no list of references from which she
quoted; this was an unexpected anomaly. Although I observed extensive distillation of scholarly
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work from either direct quotations or Chinoy’s paraphrasing throughout this chapter, her
historical review and summary provided the narrative for the emergence of the director (Cole &
Chinoy, 1976, pp. 3-77).
Less than a hundred years ago the director was only an ideal projected by disgruntled
critics of the chaotic Victorian theater. He did not even have a name, for the terms
“director,” “regisseur,” and “metteur en scene” had barely begun to acquire their present
theatrical meaning … He was conceived as a super stage manager who would be “at one
and the same time a poet, an antiquarian and a costumier.” When the director did finally
appear toward the end of the nineteenth century, he filled so pressing a need that he
quickly pre-empted the hegemony [dominant leader] that had rested for centuries with
play writers and actors. Working behind the scenes, the director stamped his individuality
on a rich and varied international stage. By blending diverse arts into a single organic
image he gave form to the complex modern theater. (Cole & Chinoy, 1976, pp. 3)
Significantly, Chinoy (1976) acknowledged Eugene O’Neill’s influence on the American
community theater movement in the 1920s. The “new little theater movement” was developed at
the Provincetown Playhouse in Greenwich Village by O’Neill and his theater group (Cole &
Chinoy, 1976, p. 73). As a result of the shifting position of the playwright, who was originally at
the top of the hierarchy of theater making, the 20th century director’s position shifted to the top
of the artistic hierarchy in practice. By the end of the 19th century and into the 20th century, the
director was in a position where they communicated their artistic vision (or concept) to their
collaborators. Throughout the 20th century, the artistic leader needed, as in the past, an infinite
knowledge of all aspects of theater production. They are not required to do every artistic and
technical requirement alone; this creative leader works with collaborative theater artists to
complete specific tasks (Cole & Chinoy, 1976; Conte & Langley, 2007).
There are two main points that have contributed to the rise of the theater director in North
America including the “death of the road and stock company and the growth of the community
theatre movement. These amateur groups entered the play production field for the enjoyment and
the social experience rather than for the profit involved …” (Dietrich, 1953, p. 55). Secondly,
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community theaters usually “lack experienced personnel” and depend on both trained and
untrained volunteers; thus, the movement toward educating directors for community theaters
became necessary (Dietrich, 1953, p. 55). The development of American community theatre
throughout the second half of the 20th century has pushed the role of the artistic director as
organizational leader to work with volunteers with varying skills and diverse talents.
According to Arthur Bartow (1988), Brockett and Findlay (1973), and Ommanney and
Schanker (1982), Tyrone Guthrie was one of the 20th century’s most accomplished and
influential artistic directors in England and America. In 1963, Guthrie’s long anticipated dream
for a regional theater was accomplished when the Tyrone Guthrie Theater opened in
Minneapolis. This first regional theater was named the Minnesota Theater Company and was
positioned to become The Guthrie Theater. Guthrie’s 40 years of life in the theater and his
directing career made him an international theater artist. Guthrie was a champion for regional
theaters; he was successful in modeling a thrust stage from the Stratford Theatre in England for
The Guthrie Theater that opened in 1963 (Ommanney & Schanker, 1982; Whiting, 1988;
Wilson, 1982). Since regional theaters brought classical and modern plays to cities across the
United States, they supported the interest in and for community theater development. With a
state-of-the arts theater, The Guthrie Theater, situated in the Midwest many opportunities for
theater artists became available throughout Minnesota and surrounding areas. In every
production’s program their purpose is visible: “The Guthrie creates transformative theater
experiences that ignite the imagination, stir the heart, open the mind and build community
through the illumination of our common humanity” (Guthrie Theater Program, 2019, p. 3).
With Tyrone Guthrie’s vision for an American regional theater in the Midwest, his
impact on North American theater has provided an organizational model illustrating the benefits
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for supporting live theater in communities (Ommanney & Schanker, 1982; Whiting, 1988). Not
only did the regional theater movement benefit communities, but the Guthrie Theater also was a
positive influence on the development of amateur community theaters (Bartow, 1988; Brockett
& Findlay, 1973; Ommanney & Schanker, 1982). Teresa Eyring (2019) explained, during the
1960s and 1970s “the resident-theatre movement was in its first two decades, having been
launched by theatres such as Arena Stage, the Guthrie [1963], the Ally, Baltimore Center Stage
and others” (p. 8). With a developing interest in theater beyond metropolitan communities, the
1960s and 1970s led “to both friendly competition and necessary interdependence” from the
established regional and/or resident theater (Eyring, 2019, p. 8). As a result, “many of our new
leaders have gained experience through their work in resident-theatre companies” and their work
influenced amateurs (Eyring, 2019, p. 8). Amateurs were eager to emulate their professional
mentors that led them to pursue careers in theater education and community theater engagement.
As Eyring (2019) has summarized,
As the decades pass it is ever more clear that no matter the size, structure, or aesthetic,
our theatres operate together in a kind of ecosystem. We feed and support each other,
nurturing art and artists, offering leadership opportunities to the next generation,
attracting and building younger, more diverse audiences, and exciting donors about the
art form’s possibilities. (p. 8)
As a result, educational institutions continue to offer theater arts programs to train future theater
artists and directors. Eyring (2019) compared theater artists to an ongoing ecosystem in which,
“artists move from theatre to theatre to act, design, write; administrators who fall in love with the
work in one organization gain skills and progress to increasing levels of responsibility,
sometimes in new theatres or communities” (p. 8). Valuable “knowledge is passed down” from
one generation to the next that carriers our culture’s identity and its contributions (Eyring, 2019,
p. 8).
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The Artistic Director as Organizational Leader
The 21st century artistic director is consistently identified and described by scholars who
have thoroughly researched the history of when, where, and who significantly influenced North
American theater history (Bartow, 1988; Brockett, 1987; Brockett & Findlay, 1973; Cole &
Chinoy, 1976; Dietrich, 1953; Langley, 1974). The artistic director’s work from one venue to
another, as well as from one season to the next is dynamic. The director is expected to have an
in-depth knowledge of dramatic literature and an artistic vision that aligns with the leadership in
a specific community theater. The artistic director must have considerable expertise in the craft
of play directing and acting styles, play selection, technical designing skills, in production and
rehearsal schedules, as well as in seasonal budgeting for promotional and marketing each season.
The breadth and depth needed to be an accomplished artistic director takes years of study and
theater practice in the field (Bartow, 1988; Canfield, 1963; Catron, 1989; Cohen & Harrop,1984;
Cole, 1992; Dean & Carra, 1964; Dietrich, 1953; Hodge,1982; Sievers et al., 1974; Whiting,
1978).
Theatrical performances range from modest presentations to immense spectacles that
stretch our imaginations “in a variety of directions” while sharing our human stories with
audiences (Mason, 1996, p. 301). The literature available for learning about what, how, why, and
when directors work through their responsibilities include Bowles and Nadon, (2013); Canfield,
(1963); Catron, (1989); Conte and Langley, (2007); Dean and Carra, (1974); Dietrich, (1953);
Hodge, (1982); Rodgers and Rodgers, (1995); and Sievers et al., (1976). Similarities related to
how to organize or do specific tasks are divided into specific chapters within these resources that
teach and support the director’s (and collaborators) with schedules, makeup plots, light plots,
budgeting, and related artistic, technical, and business protocol. Guidelines for selecting a play
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for a specific audience, character analysis, and so on from the beginning to the cleanup (strike)
are essential for both amateur community theater and professional Broadway productions (Conte
& Langley, 2007). From the initial planning of any theatrical event, the artistic director drives all
aspects of the production. The director’s vision for a production is also determined by the people
who invest in their specific community-based, experimental, and/or professional venues. Much
of the advance planning and work of the artistic director is determined by the educational
background and skills/talents within their sphere of influence. Essentially theater practice is a
civic society activity that needs participants to sustain its community theater participation
(Forenza, 2017, p. 549).
In the literature related to the development of the American artistic director, numerous
scholars render similar historical summaries that provide background and contextual
information. In Bartow’s (1988) overview of the development of the American director, he
concluded:
With a wide range of stylistic choices before directors today, the command of technique
is more and more crucial. The key to the development of the director’s craft must be, as it
has been for the past one hundred years, the passing down of technique and information
from senior artists to succeeding generations. (1988, p. xv)
Theater Arts Management of Community Theater
Stephen Langley’s (1974) first edition of Theatre Management in America Principle and
Practice: Producing for the Commercial, Stock, Resident, College and Community Theatre, is
highly regarded in the field and practice of theater arts management by practitioners including
Conte (2007). Langley started a program in theater management at Brooklyn College and taught
his students theater management. During the 1960s and 1970s Langley “was the managing
director of the Falmouth Playhouse on Cape Cod, which was a leading summer stock theater in
its day” (Conte, 2007, p. xxix). David Conte was hired in 1966 by Langley to work at the
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Falmouth Playhouse in the box office. Conte’s admiration for Langley’s lifetime contributions to
theater management prompted Conte to revise and update Langley’s 1974 edition of Theatre
Management in America in 2007. Conte’s (2007) updated publication preserves the integrity of
Langley’s original work, along with new material and an A-Z Appendix with templates for
producing theater in several venues and contexts.
Relevant to this study are Langley (1974) and Conte’s (2007) chapters on community
theater history, its leadership, and how to budget and manage the workings for governing with
the board of directors. In Conte’s (2007) chapter summary, he provided insights into the
workings of community theater in American culture:
Community theatre is grassroots theatre that offers many of the nation’s audience
members and artists their first theatre experiences. The higher the quality of community
theatre, the higher the demands will be on the professional theatre … Limited financial
and personnel resources make many community theatres dependent on assistance and
cooperation from educational and professional theatres and [community] organizations.
(p. 151)
In establishing and maintaining a non-profit organization, the overall mission and values
guide the work of trained leaders, artists, technicians, and community volunteers (Conte &
Langley, 2007). As Langley (1974) stated,
The arts in America—which very much include the arts on Broadway and other main
streets of the nation—need all the help and understanding that local officials can be
convinced to provide. But they must be convinced, and it is up to administrators todo the
convincing. (p. 362)
Founded in New York City, the American Theatre Wing has been a strong voice that has
supported educational and theater organizations. The American Theatre Wing (2020) was
“founded in 1917 on the eve of America’s entry into World War I by seven suffragettes … [and]
has spent [over] a century using theatre to advance human experience, empathy, and cultural
growth.” Its mission is to foster theater, community, and creative growth. The core values of the
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American Theatre Wing are to champion creative self-expression, support lifelong mentorship in
all stages of the performing arts, to tell social and cultural stories, to “safeguard the performing
arts as an immediate cultural necessity, and ensure that great work’s legacy endures,” to validate
and celebrate the diversity of the American people, to “create an inclusive community that
bridges the gap between novice and master to build organic personal connections,” to share
human stories that contribute to communities, and to inspire performing arts (American Theatre
Wing, 2020). The philosophical and organizational position of the American Theatre Wing is to
inspire small and large theater productions across America to bring communities together: “We
are steadfast in our commitment to diversity as a means to advance the richness of American
theatre in any cultural climate” (American Theatre Wing, 2020).
Artistic Directors as Organizational Leaders
In a relatively recent interview produced by the American Theatre Wing (2012), artistic
directors Susan Booth of the Alliance Theatre, Oskar Eustis of The Public Theater, Emily Mann
of the McCarter Theatre Center, and Michael Wilson of Hartford Stage discussed their role in
working as the leader of a not-for-profit theater company. Throughout their hour interview, they
discussed their experiences, responsibilities, and challenges as institutional leaders (Artistic
Directors Working in the Theatre, 2012). Booth, Eustis, Mann, and Wilson shared the
complexities and responsibilities of their artistic leadership role in contemporary American
theater.
Body Two Summary
The 21st century artistic director is a leader who may have been either self-determined or
appointed by a board of directors for a specific community. The American artistic director has
transformed and been transformed throughout North American history. Presently, the artistic
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director has varying degrees of power, influence, and control based on their artistic vision, the
core values of the theater, the size of the performance space, the budget for the season, the
selected season of productions, and their willingness to work with diverse and multigenerational
participants. The artistic director is expected to have artistic, technical, and sophisticated
communication including public relational and business skills as the public organizational leader
of a dynamic organization that works with a board of directors.
The American theater needs to train and mentor future creative artists and writers.
Institutional support of young artists is needed. Artistic director, Oskar Eustis (2012), asserted
the field of theater arts needs to “take more responsibility” for training its future leaders.
Researchers have examined directors’ leadership practices and their collaborative organizational
skills that indicate similarities of their work throughout the ages (Bartow, 1988; Brockett &
Findlay, 1973; Dawes, 2013). I found current research which addresses the similarities between
the leadership work of artistic directors, their need for continuing education throughout their
career, and staying current with recent organizational leadership literature. Lastly, American
theater artists have led centuries of amateurs to professional participants to this basic truth:
communal storytelling by human beings enriches, benefits, and builds strong communities.
Body Three: Connecting Performance, Critical, and
Educational Theories to Theater
After examining extensive historical literature, the primary focus of civic activities such
as community theater is to positively benefit, teach, and transform participants and their
audiences. The interconnectedness and cross-disciplinary nature of performance, critical, and
educational theories bring people together to develop and sustain healthy communities.
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Performance Theory and Schechner’s Influence
The earliest theater performance theory remains seminal in individual and community
storytelling. My definition of story is based on my personal history and my narrative from my
own lived experiences. My body and soul hold these stories from my parents, grandparents, and
others who have walked literally or figuratively beside me and inside me. Collecting memories is
what humans do throughout their individual and collective experiences. My stories are
remembered and inform my values, spirituality, ethical behavior, and lifestyle from as far back
as I can remember. For example, at some point I have internalized my parents’ individual
growing up stories, how they met, and how we lived and viewed my hometown. In living my
life, I continue their family narrative, but either accept or re-organize my own narrative based on
my experiences. One’s culture, DNA, and ancestors connect and bind families forever; stories
keep the bonds alive. With humanity’s similar needs for physical, social, and economic stability,
we develop empathy for others from collective experiences. As cited in Geiogamah and Darby
(2000), Champagne noted in his historical overview of Native North American history, the
“account of the world’s creation and the beginning of humanity” is from people’s social and
cultural context (Geiogamah & Darby, 2000, p. 5). Similar circles old and new—situate similar
circles of familiar life events in their performances in every society (Carlson, 1984; Dukore,
1974; Gassner & Quinn, 1969; Geiogamah & Darby, 2000; Mason, 1996; Schechner, 1977).
Significant life events are told, retold, and shared in varying forms and/or performance styles in
cultures around the world.
Richard Schechner (1977), a 20th century American scholar and professor of Performance
Studies at Tisch School of the Arts at New York University, is recognized for his extensive
studies of historical, cultural, and social relationships: “It is Schechner’s contention that
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‘Performance genres arise out of the great variety of human activities as hills arise from the
plains; they are connected but separate, performing critical as well as celebratory tasks’”
(Schechner, 1977, back cover). Schechner’s research is beyond the scope of this dissertation;
however, his contribution to social science and performance theory is internationally respected in
the field of theater arts and other social science fields. What is relevant to this study is his
inclusive “fan and web” diagram (Schechner, 1977, p. xii), along with his magnitudes of
performance chart (pp. 252-253). Schechner (1977) integrated his extensive multicultural
research and aligned his sociological and ethnological work to develop his performance theory.
In his first chapter, he introduced the empirical web fan; this diagram shows the breadth, depth
and continuum of performance possibilities ranging from the earliest ritualized rites and
ceremonies to contemporary life, sports, and entertainments. Schechner is a social science
theorist who has collected insights from his studies of world cultures: “From 1967 until 1980 I
[Schechner] was artistic director of The Performance Group (TPG), a leading experimental
theater … which for me is rooted in practice and is fundamentally interdisciplinary and
intercultural” (p. xv). What makes Schechner’s work a logical choice for this study is his
extensive lived experiences, his directing career, and his discriminating attention to world
cultures, dramatic theory, and intercultural performance theory.
Schechner (1977) integrated his 1970s perspective to what he termed non-industrial and
industrialized societies. Throughout the history of world cultures, the link between community
rituals and how people share their cultural identity is important. Schechner’s (1977) broad and
inclusive definition for drama, theater, and performance situated what he saw as the historical
value of storytelling in a specific cultural context.
The phenomena called either/all “drama,” “theater,” “performance” occur among all the
world’s peoples and date back as far as historians, archeologists, and anthropologists can
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go [Giedion, 1962; La Barre, 1972; Pfeiffer, 1982]. Evidence indicates that dancing,
singing, wearing masks and/or costumes, impersonating other humans, animals, or
supernaturals, acting out stories, presenting [the times] … isolating and preparing special
places and/or times for these presentations, and individual or group preparations or
rehearsals are coexistent with the human condition. (p. 68)
Dramatic literature, theater activity, and performance styles “show and tell” humanity’s unique,
personal, and collective human history from a specific moment (or moments) in time.
Within the context of life rhythms, the seasons of life naturally honor life passages and
bring communities together for emotional and/or physical support. Our universal humanity and
creativity have entertained, taught, and strengthened the bonds of cultural identities around the
world. Schechner’s (1977) Performance Theory embraces intercultural and interdisciplinary
qualities between ritual, social performance, and theater performance styles. The performances
of local acts are culturally diverse in their frameworks and style. Schechner (1977) stated,
Performance is an inclusive term. Theater is only one node on a continuum that reaches
from the ritualizations of animals (including humans) through performances in everyday
life – greetings, displays of emotion, family scenes, professional roles, and so on –
through to play, sports, theater, dance, ceremonies, rites, and performances of great
magnitude. (p. xiii)
Schechner (1977) distinguished theater arts where it belongs; that is, theater performances are
among other “performance genres, not literature. The text, where it exists, is understood as a key
to action, not its replacement. Where there is not text, action is treated directly” (p. 28).
Schechner’s explanation informs how and why a continuum of performance styles differentiate
multicultural, multigenerational, and adaptable frameworks in community theater and
community-based performance. In Schechner’s (1977) chapter on ethology and theater, he
proposed that “the theatrical paradigm is a key to understanding larger plans of human social
interaction” (p. 207). Using his experience as a theater director and social scientist, Schechner
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(1977) summarized the connections between theatrical performances that mirror and “consist of
ritualized gestures and sounds” (p. 207).
These may be displays of non-daily behavior as in kabuki, kathakali, ballet, or the dances
of Australian Aborigines. Or they may be replications of ordinary behavior as in
naturalistic theater. Theater trades on recognizable moments and on sequences of
behavior that succinctly “tell stories.” I think all kinds of theater—that on show in
theaters or churches, that of rites of passage, that of sports, that accompanying official
displays of power, and that happening on a microsocial level in play and daily routines –
comprise a single system of script, scenarios, disguises, displays, dances, impersonations,
and scenes. (p. 207).
As such, Schechner (1977) described a continuum or broad range of lived experiences
that are part of the human experience within the contexts of human performance for diverse
cultures (p. 207). Finally, Schechner’s (1977) development of the magnitudes of cultural
performance are in his performance chart aligning the time, space, and events that identify
significant multifaceted human life events (pp. 252-253).
Performance Theory Connects to Pedagogical and Andragogical Educational Theory
Engaging in theater arts activities provides opportunities for numerous artistic-aesthetic
and educational opportunities for multigenerational participants with their local community.
Numerous educational theories provide learning strategies that are based in critical theory for
pedagogical and andragogical practice (Bloom, 1956; Brookfield, 2012; Burns, 1978; Dewey,
1933, 1934; Gardner, 1983, 1993, 1999; Illeris, 2018; Knowles et al., 2015; Merriam & Bierema,
2014; Mezirow, 1991, 1992, 1996, 2009). Along with Mezirow’s (1991, 1992, 1996, 2009)
published research, Brookfield’s (2012) critical thinking strategies inform how to apply
transformational learning with students of all ages (Brookfield, 2016). For example, Brookfield
and Preskill’s (2016) publication, The Discussion Book: 50 Great Ways to Get People Talking,
includes multigenerational strategies and discussion activities.
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Artistic directors, theater educators, and theater arts managers who are working with
children, youth, and adults have found pedagogical and andragogical theory and specific
teaching curriculum for diverse learners. Extensive materials for theater arts education can be
templates, tools, and/or strategies from experts such as Bloom (1956), Burns (1978), Dewey
(1933, 1934), and Gardner (1983, 1993, 1999). Illustrations from the work of Bloom’s (1956)
Taxonomy of Educational Objectives in the Affective and Cognitive Domains, Burn’s (1978)
distinctions between transactional and transformational leadership, Dewey’s (1933, 1934)
research and practice of reflective thinking and its process, and Gardner’s (1983, 1993, 1999)
research on human learning and independent intelligences provide frameworks and resources for
their creative process (Brookfield, 2012; Brookfield & Preskill, 2016; Dewey, 1933, 1934;
Gardner, 1983, 1993, 1999; Knowles et al., 2015; Illeris, 2018; Merriam & Bierema, 2014;
Northouse, 2016; Wadsworth, 1996). The scholarly research practiced in the field of education
and other disciplines helps teachers, directors, and multigenerational participants to grow
individually and in collaborations as lifelong performer-learners.
Merriam and Bierema’s (2014) work with social cognitive learning theories—pedagogy
and andragogy—have clarified the source and meaning of andragogy and adult education in the
following statement:
Andragogy came into use first in Europe then in North American in the mid-twentieth
century as the profession of adult education took shape. Andragogy enabled adult
educators to claim a knowledge base by identifying what was unique to adult learners.
Today the term andragogy is used … in Central and Eastern European countries … In
other countries andragogy is equivalent to the North American term adult education,
signifying a professional field of practice. In North American, andragogy is primarily
presented as a way of differentiating adult learners from children. (p. 56)
To align transformational learning (also known as transformative learning), Merriam and
Bierema (2014) described the similarities between the terms that represent a change in learners
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throughout the learning process. Transformational and transformative learning may be
incremental, or learning may support change for either a deeper academic and/or emotional
learning; this may or may not be measurable but visualizing a continuum of small growth
provides a way to see or measure academic or social change. As defined by Clark in 1993,
“transformational learning shapes people; they are different afterward, in ways both they and
others can recognize (p. 47)” (as cited in Merriam & Bierema, 2014, p. 82). According to
Merriam and Bierema (2014),
Transformative or transformational learning (terms used interchangeably in the literature)
has become the most studied and written about adult learning theory since Knowles
proposed andragogy in the 1970s … In fact, transformative learning has “replaced
andragogy as the dominant educational philosophy of adult education, offering teaching
practices grounded in empirical research and supported by sound theoretical
assumptions.” (Taylor, 2008, p. 12 as cited in Merriam & Bierema, 2014, p. 82)
Transformation and/or transformative learning is not only for adult learners, but also
applicable for teaching youth and children (Cranton & Taylor, 2012, p. 16). The human lifespan
is a continual and universal journey that moves human beings through their individual physical,
psychological, spiritual, and social changes throughout life (Knowles et al., 2015; Merriam &
Bierema, 2014). Educators and theater artists who work with students of all ages are faced with
the many natural and unforeseen changes in their dynamic contexts. Transformative and
transformational learning theory supports lifelong learning in many contexts (Knowles et al.,
2015; Merriam & Bierema, 2014; Taylor, 2008).
In the context of community theater, multigenerational and diverse casting is often
needed with its own specific artistic and technical demands (Cho, 2017; Cohen-Cruz, 2005;
Conte & Langley, 2007; Johnson, 1989; Ngo, 2010; Ngo et al., 2017; Rhine, 2018; Rodgers &
Rodgers, 1995; Rohd, 1998). The director needs teachers, dancers, singers, and technical artists
for their all-inclusive production demands. With all ages needed in community theater, there are
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dynamic needs for academic, artistic, technical, and social collaborations throughout the
rehearsal process. As such, pedagogical and andragogical learning and outreach is necessary.
The range of participant-learners in community theater is best thought of as “a community itself
[that] can be the site for transformational learning” (Merriam & Bierema, 2014, p. 94).
Performance and Critical Theory Support Transformational Learning
Ardovini’s (2015) article, “Consciousness-Raising: A Tool for Feminist Praxis in
Research and Granting Voice,” is scholarly research that provides insight into how critical theory
and feminist theory build social awareness and engage voices for transformation. Guba and
Lincoln (2005) noted that the purpose of critical theory research is to critique, to transform, to
support restitution, to support relational healing, and to emancipate individuals (p. 204). Along
with individual development, there are interactions that may transform one’s social
consciousness (Guba & Lincoln, 2005). The word “transform” refers to incremental awareness, a
growing consciousness, and/or growth in one’s interpersonal relationships. According to CohenCruz (2005), “Sometimes seeing a community-based performance influences a later decision to
become actively involved in political/civic life … it often takes people years to realize they had a
transformative experience through art …” (p. 104). Transformative experiences may move
toward self-reflection in a variety of contexts (Boal, 1985; Cohen-Cruz, 2005; Schechner, 1988).
Schechner (1988) differentiated between social and aesthetic transformations in the following
passage.
At all levels theater includes mechanisms for transformation. At the level of the
staging there are costumes and masks [makeup], exercises and incantations [dialogue] …
all designed to “make believe” in the literal sense to help the performer make her/himself
into another person or being, existing at another time in another place, and to manifest
this presence here and now, in this theater, so that time and place are at least doubled.
If the transformation works, individual spectators will experience changes in mood
and/or consciousness, these changes are usually temporary but sometimes they can be
permanent … The key difference between social and aesthetic dramas is the performance
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of the transformations effected … Aesthetic drama works its transformations on the
audience … The function of aesthetic drama is to do for the consciousness of the
audience what social drama does its participants: providing a place for, and means of,
transformation. (emphasis in original pp. 170-171)
Schechner’s (1977) ethnological research of social and aesthetic performance theory is cited by
numerous theater arts practitioners (Boals, 1985; Cohen-Cruz, 2005) and educational theorists
(Dewey, 1933, 1934; Mezirow, Taylor, & Associates, 2009; Miettinen, 2000). Accordingly,
Schechner’s (1977) performance theory research is connected to transformative learning and
personal transformation in varying theatrical contexts. For example, Cohen-Cruz’ (2005) has
applied Schechner’s performance theory in “community-based performance [that] is situated
between ritual … and art, which assumes an audience at a later stage of presentation” (p. 109).
Audience members, along the actors on stage, are experiencing mutual potential triggers that
may enlighten a moment of transformation throughout a performance; this may happen in a
present moment or in a future context. Literature that aligns with performance and educational
theory provides essential underpinnings in the awareness of the how transformational learning
occurs in theater arts practice.
Salazar and Sierra (2014) concluded dramatic arts education supports interpersonal and
artistic expression as it “functions as a critical thinking art form, changing players, audiences,
and communities” (p. 221). They asserted that empowering drama leaders to practice
transformational drama is needed. Salazar and Sierra’s (2014) support for “opening creative
spaces for all [sic] children and adults … Here is where we find the transformational core of any
dramatic arts: its playful and free nature” (pp. 230-231). Children’s “play” builds self-esteem and
confidence while preparing them for future challenges: “Dramatic arts also encourages a better
understanding of cultural diversity and what it means to have a pluralistic society via facilitating
participants to explore different situations, characters, stories, plots, scenarios, and historical
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times” (Salazar & Sierra, 2014, p. 231). In educational and community theater contexts, children
and adults are encouraged to be aware of their surroundings and then apply new skills as needed
in their lives.
Connecting the Constructivist Paradigm to Transformational Learning Theory
Theoretical underpinnings support paradigmatic orientations in educational research and
vice versa (Maxwell, 2013). In Maxwell’s (2013) explanation of the relationship between theory
and paradigms, he noted, “I mean simply a set of concepts and ideas and the proposed
relationships among these, a structure that is intended to capture or model something about the
world” (2013, p. 48). Hence,
Theory is a statement about what is going on with the phenomena that you want to
understand. It is not simply a framework … but a story about some phenomenon, one that
gives you new insights and broadens your understanding of that phenomenon. (emphasis
in original Maxwell, 2013, p. 49)
Maxwell linked storytelling to theater when he noted how new experiences and insights help to
gain a self-understanding of the situational story in its real-life context. Transformational
learning theory is a framework in educational research classified under the paradigmatic
orientation of critical and constructivist theories (Guba & Lincoln, 2005, p. 204). Reality is given
meaning by social actors and their socially lived experiences; that is, people’s realities are
dynamic and changing. Transformational and subjective learning creates knowledge for
individuals and communities along with their development of social consciousness. Ideally, the
critical researcher will be able to empower their participants so that they can “take control of
their futures” (Guba & Lincoln, 2005, p. 202). Therefore, “historical situatedness, erosion of
ignorance and misapprehensions; [and] action stimulus” contribute to the growth of individuals
and communities (Guba & Lincoln, 2005, p. 196).
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Transformational learning theory is framed within the constructivist paradigm of
qualitative educational research (Creswell & Poth, 2018, pp. 7-8). Qualitative research
methodology supports transformational learning theory while highlighting the voices of diverse
and multigenerational learners. Merriam and Bierema (2014) identified lived experiences to be
constructivist because “constructivism is less a single theory of learning than a collection of
perspectives all of which share the common assumption that learning is how people make sense
of their experience—learning is the construction of meaning from experience” (p. 36).
Constructivists have drawn from Dewey’s (1933) theory of learning because it reflects
and gives meaning to lived experiences that inform thoughts and behavior. In reviewing Dewey
(1933, 1963), Piaget in Wadsworth (1996), and Vygotsky’s (1962) learning theories, the
individual’s lived experiences are potentially reflected in students’ cognitive development,
physical growth, and relationships.
In Contemporary Theories of Learning, editor Knud Illeris (2018) summarized Jack
Mezirow (2006) on “the history and main features of the concept of transformative learning and
discusses various points of critique and suggestions for extension that have been put forward
over the years” (Illeris, 2018, p. 114). The significance of Mezirow’s life-long contributions to
transformative learning, and its relationship to lifelong learning, provides the critical lens for
seeing the strengths and weaknesses of transformational learning. Beginning with Habermas’
(1981) distinctions between instrumental and communicative learning, Mezirow concluded that
Habermas “provided us with an epistemological foundation defining optimal conditions for adult
learning and education” (Illeris, 2018, p. 115). Habermas’ foundation indicates that seven
conditions are needed for learners. For this study, being “free from coercion” and being “open to
alternative points of view—empathic, caring about how others think and feel without judgement”
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are two requirements that artistic directors must embrace (Illeris, 2018, p. 116). Illeris (2018)
distinguished transformative learning theory as inclusive because individual’s “values, taste,
attitude, standards, judgements about beauty and the insight and authenticity of aesthetic
expression, such as the sublime, the ugly, the tragic, the humorous, the drab” are respectfully
considered (p. 117). In practice, two elements of the transformative learning process are “first,
critical reflection or critical self-reflection on assumptions … and second, participating fully and
freely in dialectical discourse to validate a best reflective judgement” (Illeris, 2018, p. 118).
There is a connection between transformative learning in theory and how it facilitates
learning that is transformational for learners: “Transformation theory in adult education …
involves how to think critically about one’s assumptions supporting perspectives and to develop
reflective judgement in discourse regarding beliefs, values, feelings and self-concept” (Illeris,
2018, p. 121). Leaders who frame the eleven generic dimensions of adult understanding for
younger learners are positioned to support transformational learning across their lifespan (Illeris,
2018, p. 127). For example, when an individual feels a sense of belonging, their sharing of
diverse vocabulary and storytelling activities works for all ages. One of the eleven “qualitative
learning dimensions of adult learning” that spans a lifetime of learning (continuing education) is
to make meaning of the experiences of everyone in the group. Within theater arts education,
leveled curriculum for pre-school through older adults is accessible “to engage in the
transformative processes of critical self-reflection and reflective judgement through discourse”
(Illeris, 2018, p. 122). This work signifies how context does matter for “understanding the role of
context in equity-focused educational leadership” (Roegman, 2017, p. 6).
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Benefits of Community Theater
Scholarly qualitative research surrounding positive and transformative theater arts
experiences from audience members and participants addresses two main areas of social and
aesthetic benefits (Walmsley, 2013). First, audience members shared their reactions to attending
theater performances. Secondly, community theaters support multigenerational participation.
Walmsley’s (2013) methodological design/approach was based on 42 semi-structured indepth interviews from which he received responses indicating theater is/was “a big part of my
life” both “immediately and over time” (p. 73). His findings indicated how audiences were
emotionally involved, captivated, engaged, enriched, and felt a sense of “escapism, well-being,
world-view” from watching theater performances (Walmsley, 2013, p. 73). Walmsley concluded
there is a “powerful and immediate impact on the lives of certain types of theatre-goers, whose
lives would be clearly diminished without it” (p. 85).
The value of the arts in American culture continues to be surveyed by national
organizations including the American Association of Community Theater, the American
Alliance for Theatre in Education, the American Theater Wing, the National Endowment for the
Arts, the Performing Arts Research Coalition, and the Theatre Communications Group, Inc. who
have partnered with theaters across the nation (Performing Arts Research Coalition, 2002). The
Performing Arts Research Coalition (PARC) is a research tool for a variety of organizations in
communities that communicates the benefits of arts education. The Theatre Communications
Group (TCG) provides a platform of resources and research for contemporary theater artists,
artistic directors, and school districts. These resources support the positive benefits for building
bridges of communication in community theaters (Renner, 2000, 2001, 2002, 2003, 2010). Oskar
Eustis, the artistic director of The Public Theater explained, “We’ve tried to take those voices
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that are marginalized … and put them at the center of the conversation, give them agency, give
them voice” (American Theater Wing, 2018). Turn to footnote on the spelling of theater and
theatre in Chapter One for clarification.
Researchers who have studied transformational learning are Bennetts (2010) and
Blackburn-Miller (2018). Bennetts’ (2010) research on the impact of transformational learning
on individuals, families, and communities was evaluated within the context of his “Relevant
Literature” review (pp. 458-461). Transformational learning is positioned to encourage learners
within a framework of identification, learning, and then acting “into” the new change(s) in their
lives. Bennetts’ (2010) summary of his 2003 research shows how transformational learning is
developmental and related to Mezirow’s critical theory of adult learning and education. “The
cyclical perspective is useful as it promotes the view of self-renewal as a continuum … Such a
view would encompass the concept of self-directed learners and would encourage the vision of
learning as a lifelong possibility” (Bennetts, 2003, p. 460).
Brookfield (2012), Brookfield and Preskill (2016), Dewey (1933), Knowles et al. (2015),
and Merriam and Bierema (2014) have identified the stages of learning. Learning begins at birth
and continues throughout the lifespan. As Illeris (2018) asserted, “learning can broadly be
defined as any process that in living organisms leads to permanent capacity change and which is
not solely due to biological maturation or ageing” (p. 1). If an individual of any age has the
“desire to achieve their potential, the desire to improve their [lives] … [and] the desire to do
something to benefit others,” it is possible for transformational learning experiences to be
transformed (Bennetts, 2003, p. 463). Bennetts (2003) listed the benefits of transformational
learning to themes “of faith and agency, hope and helplessness, and trust and accountability” (p.
471). Bennetts’ research suggested individuals who are open to change develop stronger self-
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identities, improved self-esteem, “a sense of place within a community, and a desire to help
others. [Individual] Self-reliance gradually developed within inter-dependent relationships of
friends, family, and community” (p. 475). Community theater participation motivates
transformational learning while also providing multigenerational opportunities for selfdevelopment and personal growth. Consequently, “those who have benefited from this legacy
have the potential to act as change agents in their own lives and in the development of the
communities in which they live” (Bennetts, 2003, p. 477). Generations will benefit from others’
self-development and individual growth.
Theatre of Witness scholar Jennifer Blackburn Miller (2018) has found transformative
and healing powers in theater practice. Blackburn Miller’s (2018) arts-based embodied approach
supports transformational learning in theater arts contexts. Blackburn Miller’s research suggested
there is an integration of teaching and artistic skills within theater collaborations that support
social and artistic growth for participants and their leaders. As summarized by Blackburn Miller
(2018), “embodied knowing, storytelling, and affective knowing interconnect in popular theatre
and become key elements in creating spaces for transformational learning” (p. 50).
While numerous researchers have summarized the benefits of theater arts for participants
and their communities, there are several national and state organizations that also advocate for
arts education and performance. The scholarly research of Bennetts (2003) and Blackburn Miller
(2018), along with the American Theatre Wing’s commitment to support amateur through
professional theater in the United States, indicates its value in culture.
Benefits of Drama and Attending Live Theater Performances
An individual’s unique potential is nurtured when they are in the context of community
theater (StageWise, 2019). Specifically, StageWise, a national organization that is a residential
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performing arts camp for teens, has cited “11 Important Benefits of Drama” aligned with
community theater participation: (See Appendix E)
There is a lot of established research about the positive influences from drama,
theatre and the performing arts, especially on young people. The benefits are physical,
emotional, social, and they help to develop a healthy appreciation of
culture and the arts. (StageWise, 2019)
These benefits include growing in (1) self-confidence; (2) imagination; (3) empathy; (4)
cooperation; (5) concentration; (6) communication skills; (7) fun; (8) emotional outlet; (9)
physical fitness; (10) memory; and (11) appreciation for arts and culture (StageWise, 2019). In
Kirkham’s 2019 study, benefits from experiencing live theater also improved social bonding and
tolerance, along with improved academic performance (“Encore Tickets,” n.d.). Dan Chesnicka’s
(2018) TEDxTalks, have highlighted how “community theatre reaches out to underserved
populations and brings the community together.” Social interactions that support the
collaborative process of theater making illustrated the importance of community theater.
Contributions from two established national theater organizations, the American Alliance
for Theatre and Education (AATE) and the Educational Theatre Association (ETA), have
published their extensive documentation (1999-2014) on the positive benefits of theater
education and performance on students’ academic performance. The American Alliance for
Theatre and Education (n.d.) identifies key effects of theater education. The Educational Theatre
Association (ETA) is another national organization that builds high school theater programs with
its member opportunities through the International Thespian Society. In 2012, a “Survey of
Theatre Education in United States High Schools,” reported the positive impact and benefits of
secondary schools’ theater programs (Omasta, 2012, p. 15). National organizations support and
share similar values and mission statements that illustrate the necessity for nurturing drama clubs
and theater arts groups.
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Body Three Summary
Throughout body three, the reviewed literature from Schechner’s (1977) seminal work in
performance theory provided a broad context for practice in community-based and community
theater. Schechner’s (1977) performance theory provided a base for aligning selected social
science research that supports transformational learning. Next, with critical analysis and
synthesis, the connections between critical, feminist, and educational theories resonated with this
study. Transformational learning is recognized as having the potential to benefit and heal
learners of all ages in educational and community theater contexts. The final area of body three
focused on the social, intellectual, aesthetic, and emotional benefits for participants and their
audiences. Community theater performance encourages active learning, transformational
moments, and community connections. Bowles and Nadon (2013) developed a process for
staging social justice that supports and heals the social injustices in communities. Sharing
dramatic and embodied stories have the potential to be transformative experiences for healing
our bodies and minds. Body four, the concluding section, focuses on 21st century theater arts
management and the leadership role of the artistic director as servant and transformational
leader.
Body Four: Theater Arts Management and Leadership Literature
In this section of my literature review, I continue to demonstrate that my research resides
at the nexus of bodies three and four. Included in this section is an examination of how
community theater directors can apply servant and transformational leadership practices to
benefit and support healthy communities. Since theater arts is a living and dynamic art form, its
multivocal history abounds in varying styles of collaboration. Of course, “systems, methods, and
ways of doing things will always evolve and change; but the humanity, the excitement and the
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joy that lies at the foundation if a timeless [ephemeral] fascination with the art of theatre will
never change” (Langley, 1974, p. 363). Greenleaf’s (1970, 1972) servant leadership
contributions, as well as Burns’ (1978, 2010) transformational leadership research, support
lifelong learning and critical thinking. Indeed, “effective leaders see their own personal vision as
an important part of something larger than themselves—a part of the organization and the
community at large” (Northouse, 2016, p. 343).
Organizational Leadership Literature: Artistic Directors and Arts Managers
Lawrence Stern’s (1982) publication for practical “time-saving suggestions and
techniques for managing [a] smooth-running theatre—everything from lighting to blocking;
rehearsals to closing” provide theater leaders a guidebook for building practical practices for
organizational health (front cover). Along with Stern’s extensive suggestions and techniques,
leaders in theater management are supported by aligned leadership theories and models.
Resources for arts leadership and its collaborative work includes Cheesebrow (2012), Covey
(1989), Green (1981), Johnson (1989), Langley (1974), Lencioni (2012), and Northouse (2016).
Within the practice of amateur to professional theater, leaders are trained to work with
individuals and groups who may need to learn more (or less) skills than other theater volunteers
or experienced artists. Collaborating with volunteers and professional theater artists provides a
sustainable model of innovative practice for community theater development (Conte & Langley,
2007; Stein, 2016; Stern, 1982).
In Staging Social Justice, editors Bowles and Nadon (2013), described how leadership
has changed throughout history in a “field that valorizes working in a nonhierarchical, inclusive
manner and giving voice to marginalized and disenfranchised people, the presence of a wide
range of voices … is harmonious with these values but also aspires to embody them” (p. xvii).
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Conversely, in contemporary practice, there are directors who prefer a traditional management
style, while other director-leaders prefer collaborative management and leadership frameworks
(Cole, 1992; Cole & Chinoy, 1976; Dietrich, 1953; Rohd, 1998; Sievers et al., 1976).
Langley’s (1974) contribution to the field of theater arts remains relevant. David Conte
(2007), who was one of Langley’s students, updated and revised Langley’s 1974 edition by
adding 21st century reference materials such as specific Internet websites, software, and
addresses required for today’s theater management. Langley’s (1974) first edition and Conte and
Langley’s (2007) publications are an integration of past and present theater management for
leadership. Several templates and management lists still are applied in today’s practice for
serving a specific community context.
Artistic Director as Servant and Transformational Leader
Complex and challenging communication happens in the context of mounting a
production; thus, interpersonal communication must be respectful, friendly, organized, strategic,
timely, proactive, and repeated in a variety of ways to reach into each community. Leadership
and management reviewed resources that support organizational communications include Berson
(1994), Bowles and Nadon (2013), Burns (1978), Cheesebrow (2012), Conte and Langley
(2007), Green (1981), Greenleaf (1970, 1972, 1977), Grobman (2017), Hall (2013), Jyoti and
Dev (2014), Kotter (2012), Langley (1974), Lencioni (2012), Northouse (2016), Rhine (2006,
2009, 2015, 2018), Salazar and Sierra (2014), Wernick et al. (2014), and Wong (2008). While
extensive leadership research is available, two styles align with community theater practice:
Greenleaf’s (1970, 1972, 1977) servant leadership model and Burns (1978) transformational
leadership approach.
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Greenleaf’s Servant Leadership: Review of Seminal Literature
Robert Greenleaf (1970, 1972, 1977), the “grandfather of servant leadership, was cited by
37 of the 39 empirical studies” in Parris and Peachey’s (2013) systematic literature review of
servant leadership in organizational contents (p. 17). Parris and Peachey (2013) found
Greenleaf’s (1970) original essay, The Servant Leader, cited in empirical studies with the
author’s definition and its description:
It begins with the natural feeling one wants to serve, to serve first. Then conscious choice
brings one to aspire to lead. That person is sharply different from one who is leader first
… The difference manifests itself in the care taken by the servant-first to make sure that
other people’s highest priority needs are being served. The best test, and difficult to
administer, is this: Do those served grow as persons? Do they, while being served,
become healthier, wiser, freer, more autonomous, more likely themselves to become
servants? And what is the effect on the least privileged in society? Will they benefit or at
least not be further deprived? (Greenleaf, 1970 as cited in Greenleaf 1977, p. 27)
Parris and Peachey’s (2013) findings reviewed Greenleaf’s contributions to servant leadership.
They highlighted the extent of servant leadership that is “being researched and tested across a
variety of contexts, cultures, disciplines, and themes. Our sample included 11 qualitative studies,
27 quantitative studies, and one mixed method study, all empirically assessing servant leadership
theory” (p. 13).
Robert Greenleaf wrote four essays that focused on the role of servant. The first essay
was The Servant as Leader (1970), The Institution as Servant is the second essay, and the third
essay is Trustees as Servants, and Teacher as Servant was the fourth. Notably, Greenleaf (1970)
realized
Part of the problem is that serve and lead are overused words with negative connotations.
But they are also good words and I can find no others that carry as well the meaning I
would like to convey. Not everything that is old and worn, or even corrupt, can be thrown
away. Some of it has to be rebuilt and used again. So it is, it seems to me, with the words
serve and lead.
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One of the earliest followers of Greenleaf’s theory was Larry Spears (2002). In Northouse’s
(2016) discussion of Greenleaf’s servant leadership, Northouse noted the importance of
Greenleaf’s valuing face-to-face communication: individuals who “experience interdependence,
respect, trust, and individual growth” (p. 227) and also gain self-confidence for working in
collaborative teams/groups. Community theater is collaborative work.
Northouse (2016) described Larry Spears’ (2002) addition of the “Ten Characteristics of
Servant Leadership Behaviors”— (awareness, building community, commitment to people’s
growth, conceptualization, empathy, foresight, healing, listening skills, ability to persuade, and
stewardship) —to Greenleaf’s original work (Northouse, 2016, p. 227). These characteristics are
the “first model or conceptualization of servant leadership” (Northouse, 2016, p. 227). The
significance of Greenleaf’s original theory of servant leadership is apparent in the scholarly
research that he spurred after his 40-year career working for AT&T.
Northouse (2016) provided researchers and learners extensive writing on the topic of
servant leadership and Greenleaf’s career. The Greenleaf Center for Servant Leadership
(Greenleaf, n.d.) is an established organization that Greenleaf founded in 1964 to provide “a
clearinghouse and focus point for research and writing on servant leadership” (Northouse, 2016,
p. 226). The practice of servant leadership in community theater organizations complements
social responsibility. In fact, Greenleaf “states that a servant leader has a social responsibility to
be concerned about the ‘have-nots’ and those less privileged. If inequalities and social injustices
exist, a servant leader tries to remove them (Graham, 1991)” (Northouse, 2016, p. 227). Thus,
Greenleaf’s vision and mission for serving all is an indication of the US’ growing awareness for
equity in people’s lives. During Greenleaf’s lifetime there was a paradigm shift from institutional
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and organizational power to authority that depends more on “those who are being led”
(Northouse, 2016, p. 227).
Northouse’s (2016) observation of Greenleaf’s vision as a servant leader indicates the
value of community.
Similarly, Greenleaf (1970) argued that building community was a main characteristic of
servant leadership. All of our individual and group goals are bound up in the common
good and public interest. We need to pay attention to how the changes proposed by a
leader and followers will affect the larger organization, the community, and society. An
ethical leader is concerned with the common good, in the broadest sense. (Northouse,
2016, p. 347)
Burns’ Transformational Leadership: Collaborative Leadership
Within James MacGregor Burns’ (1978) Leadership, a winner of the Pulitzer Prize and
the National Book Award, he stated, “The crisis of leadership today is the mediocrity or
irresponsibility of so many of the men and women in power … The fundamental crisis
underlying mediocrity is intellectual” (p. 1). According to Burns, “the essence of leadership that
is relevant to the modern age” (p. 1) has escaped leaders and followers because “leadership is
one of the most observed and least understood phenomena on earth” (p. 2). Burns (1978)
identified why the “essence of leadership” related to “the roles of leader and follower [must] be
united conceptually, that the study of leadership be lifted out of the anecdotal and the eulogistic
and placed squarely in the structure and processes of human development and political action”
(p. 3). Burns (1978) stated,
I will deal with leadership as distinct from mere power-holding and as the opposite of
brute power. I will identify two basic types of leadership: the transactional and the
transforming. The relations of most leaders and followers are transactional—leaders
approach followers with an eye to exchanging one thing for another … Such transactions
comprise the bulk of the relationships among leaders and followers … Transforming
leadership … is more potent. The transforming leader recognizes and exploits an existing
need or demand of a potential follower … The result of transforming leadership is a
relationship of mutual stimulation and elevation that converts followers into leaders and
may convert leaders into moral agents. (p. 4 emphasis in original)
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Bernard Bass (1985), a follower of Burns, developed his conceptual work by aligning his
own work with “psychological mechanisms that underlie transforming and transactional
leadership.” Northouse (2016) noted that there is a connection between Burns (1978)
transformational leadership model and to Bass and Avolio’s (1994) transformational leadership
factors (or the Four I’s): Factor 1: Idealized influence, Factor 2: Inspirational motivation, Factor
3: Intellectual stimulation, and Factor 4: Individualized consideration (Northouse, 2016, p. 167).
Burns’ (1978) Leadership book provided theoretical and historical background for working with
community theater leaders.
Fairholm (2001) summarized Burns’ themes which are “based on interpersonal
relationships, motives, and values … These themes (power, purpose, relationship, motive,
values, leadership vs. power-wielders, and the moral component) are essential to Burns’
argument …” (pp. 1-2). Accordingly, Burns’ (1978) transformational leadership has had an
impact on employee creativity. Namely, Jyoti and Dev’s (2014) research “revealed that there is a
positive relationship between transformational leadership and employee creativity, and it is being
moderated by learning orientation” (p. 78).
Organizational Health Needed for Community Theater Sustainability
To support an organization’s health, budgets and its management, I draw from selected
work including Cheesebrow’s (2012) Change FrameWork and Partnership Thinking, Conte and
Langley’s (2007) Administrative Structure, Kotter’s (2012) Eight-Stage Change Process,
Kearney and Gebert’s (2009) research and development of managing diversity and enhancing
team outcomes, Lencioni’s (2012) Four Disciplines Model and the Centrality of Great Meetings,
and Rhines’ (2018) SWOT Analysis and Leading the Creative Mind Strategies. Zimmerman’s
(2015) publication, The Sustainability Mindset: Using the Matrix Map to Make Strategic
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Decisions, supports organizations as they assess and work through their strengths and
weaknesses. As Langley (1974) stated, “The ideal manager for an idea is one who embodies it
and makes it work” (p. 28). One of the goals is to benefit participants and their community so
that “the arts can provide a community service” that inclusively energizes volunteers and
prepares them to be “willing to pay for this service” (Langley, 1974, p. 176).
In reviewing the level of artistic leadership and quality of non-profit community
theater productions, several scholars have critically assessed the connection between a director’s
leadership skills to a theater’s organizational success (Bowles & Nadon, 2013; Geiogamah &
Darby, 2000; Langley, 1974; Rhines, 2018; Stern, 1982). As Langley (1974) explained,
When nonprofessional theatre operates under the guidance of a dedicated and
knowledgeable leader, whether he [she] is … a professional or not, when work is carried
on with an honest realization of the limitations at hand, when the group is dedicated to
theatre for its own sake and not merely trying to ape the commercial stage, the results
should at least prove satisfactory. Certainly, there is nothing heinous about amateur
theatre … for it can provide a celebration of life that the average citizen may be missing
in his [her] other activities. This goal alone may justify the organization of an amateur
group. (p. 14)
Langley (1974) suggested community theater/amateur theater does not mean second best
performances. Instead, with intentional positioning of its leaders, the bar of excellence is raised.
After appraising other scholars and practitioners, Langley (1974) remains a solid resource
for all levels of theater production. He acknowledged the benefits of theatrical activity as a living
civic community building environment for serving the needs of diverse and multi-generational
participants and their audiences. Langley had projected,
In this age of mass media and electronic entertainment, live theatre is all the more
precious for its unique ability to reach people intimately, to address itself to small groups
rather than to the masses and to deal with the unusual rather than the conventional.
(Langley, 1974, p. 34)
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Along with Langley’s seminal literature, Anthony Rhine (2018) has published Theatre
Management: Arts Leadership for the 21st Century. Within Rhine’s (2018) 15 chapters, he added
to the canon of theater management while covering “a complete range of topics fundamental to
successful commercial and not-for-profit theater management, from developing a mission
statement to communicating with stakeholders, from marketing and promotion to fund
development platforms, and from [organizational] governance structures to community
engagement” (Back Cover). Finally, Rhine’s Chapter 12 (pp. 184-201) on leadership addresses
Burns’ theory of transformational leadership, as well as Kotter’s model for leading change in
theater management (pp. 195-198).
Body Four Summary
Body four connects the servant and transformational leadership principles to community
theater practice. The leadership strategies applied in organizational contexts are necessary and
provide practitioners tools for serving community theaters.
Summary of Chapter Two
Throughout my literature review, the selected scholarly resources provided the historical,
social, and cultural background and evidence needed to justify my research goals. My research
questions integrate the director’s role in building healthy communities. Answering the research
questions began with a research design. The research design discussed in the following chapter,
describes the qualitative methodology that supported my analysis. In Chapter Four, the results of
and my interpretations from authorities in the field were analyzed. Facets of aesthetic diversity,
aesthetic tensions, and aesthetic themes are related to theater leadership and how it is practiced.
The goal of my critical thinking was to narrow the focus so that the research questions would be

75
answered. To fill in the research gaps, I am now in a position of strength to embrace this study
and contribute to the field of theater arts.
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CHAPTER THREE: METHODS
Purpose and Preview of Chapter Three
The purpose of this chapter was to present and examine the methods for this study. My
methodology was a qualitative, interpretative case study of artistic directors who worked in
community theater in Minnesota. The primary unit of study was community theater sites and
artistic directors. My research method was a combination of narrative and case study. Creswell
and Poth (2018) described narrative research as “an approach to qualitative research that is both
a product and a method. It is a study of stories or narrative descriptions of a series of events that
accounts for human experiences (Pinnegar & Daynes, 2007)” (p. 313). The anticipated narrative
form was biographical writing from an artistic director’s narrative account of their lived
experiences as a theater artist. I interviewed each director digitally and requested their
permission for my recording. Since social distancing protocol was in place during the current
COVID-19 pandemic, the interviews were collected digitally for gathering the required data. The
following section addresses the impact of the COVID-19 pandemic on this study.
Artistic directors were the subject and the unit for analysis; as such, I collected their
personal stories from their leadership experiences. As noted by Creswell and Poth (2018), either
biographical or autobiographical narrative research data collected may include “individual
biographies, autobiographies, life histories, and oral histories” that are connected to their
leadership role (p. 312). The narrative research reflected a specific director’s chronological life
story, their individual epiphanies, and/or historical data that was about “the participant’s family,
society, or the historical, social, or political trends” of their lived experiences (Creswell & Poth,
2018, pp. 312-313). The narrative research did describe “a situation, usually with a beginning, a
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middle, and an end, so that the researcher can capture a complete idea and integrate it, intact, into
the qualitative narrative” (Creswell & Poth, 2018, p. 313). This was accomplished.
My research methodology was the case study. This qualitative case study used each of
the nine cases as a unit of analysis. Specifically, the unit of analysis was the interviews from
artistic directors who worked with and in Minnesota community theater. Therefore, I studied “a
specific case within a real-life, contemporary context of setting” (Yin, 2009). In Creswell and
Poth’s (2018) appendices their examples informed my methodology, data collection, and
analysis of data. Elaine Chan’s (2010) summary of her narrative research provided a framework
for my own study (Creswell & Poth, 2018, pp.329-348). Anneli Frelin’s (2015) summary of her
case study also provided a framework for my study (Creswell & Poth, 2018, pp. 407-422).
My research was a bounded system; this means there were set boundaries of time
(summer and fall 2020) and place (community theaters) that were interrelated member theaters.
These theaters were from either the Minnesota Association of Community Theatres (MACT)
and/or the Minnesota Theater Alliance (MTA). The MACT office is in Minneapolis and the
MTA office is in St. Paul. I contacted potential artistic directors who were interested in
participating in this study throughout the summer of 2020. The boundaries included interview
questions related to their work including issues of equity, inclusion, multigenerational diversity,
social justice, and systemic racism in their current context and community. The perspective of
the artistic director was bounded by their experiences, the theater’s mission statement, and how
this director applied the theater’s collaborative artistic vision for a specific audience and its
community. With the dissertation deadlines, the bounded system supported a timely completion
framework for my social science research.
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After my data were collected, I analyzed and looked for “specific themes, aggregating
information into large clusters of ideas and providing details that support[ed] the themes” from
specific community theaters and/or artistic directors (Creswell & Poth, 2018, p. 321). Qualitative
research is a methodology that fits my past, present, and future practice as an educator,
organizational leader, artistic director, and performer in community theater. My rationale for
using both the narrative and case study methodological approaches was based on the artistic
embodiment of storytelling that connects people throughout their lifetime and seasons of
creativity.
Crisis of the COVID-19: Impact on World and this Study
Starting on March 16, 2020, Americans received a postcard notification from President
Trump with Coronavirus Guidelines for the United States (“Coronavirus,” 2020). This “Slow the
Spread” directive from the Centers for Disease Control (CDC) asked Americans to do their part
for the health and safety of every person: “It is critical that you do your part to slow the spread of
the coronavirus” (“Coronavirus,” 2020). Other directives from both Minnesota and local
authorities directed everyone to listen and follow the federal guidelines. Minnesota Governor
Tim Walz began daily media updates that kept residents informed about how we could curb the
spread of the coronavirus (“stayhomemn,” 2020). The Stay Home MN, Stop the Spread, Save
Lives mandates in Minnesota meant public and private educational campuses were closed until
further notice. Governor Tim Walz issued Executive Orders for all Minnesota’s state schools,
colleges, universities, and nonessential businesses to stay home for the common good
(“stayhomemn,” 2020). Mid-March 2020 was the beginning of a national health crisis that
changed how Americans worked and enjoyed their leisure time. Social distancing was ordered by
the Centers for Disease Control and Prevention (CDC), the federal government and by the states.
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Throughout March, April, and May 2020, a majority of the 50 states followed similar stay-athome orders from their local, state, and federal government officials. The Centers for Disease
Control and Prevention aggressively contacted the public and warned citizens of the coronavirus
pandemic. This reality disrupted my original on-site 2020 field research and face-to-face
interviews with Minnesota artistic directors who worked in community theater.
COVID-19 continues (March 2021) to be a deadly respiratory disease caused by a
coronavirus that is highly contagious. The original outbreak of the coronavirus in December
2019 occurred in Wuhan, Hubei Province, China, and cases continued to spread throughout the
world (Johnson & Sun, 2020). The Centers for Disease Control and Prevention (CDC) shared the
number of coronavirus cases throughout the United States reached a pandemic level. On April 1,
2020, Marks and Edgers stated, “New York is one of the world’s great cities for the arts-but the
damage from the pandemic is proving to be catastrophic … [COVID-19] has turned an epicenter
of culture into one of artistic struggle.” The Washington Post Newsletter (2020) summed up the
impact to society, especially to the arts, and how the coronavirus created financial uncertainty
and hardships for American theaters that were closed until further notice (American Theatre,
2020). With Minnesota community theaters closed, this dissertation study faced unexpected
realities for my data collection with artistic directors.
The Centers for Disease Control (2020) issued strict directives for Americans to shelterin-place and “stay home.” Educational institutions from pre-school through graduate school were
closed for an undetermined time. With the closing of businesses, schools, universities, and faith
communities, the current health crisis impacted and threatened everyone and their families.
Peggy McGlone (2020) deduced, “across the arts, there’s [was] concern about the long-term
effects of the coronavirus” (p. 1). The burden from the coronavirus did impact how Americans
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did business, earned a living, socialized, gathered in places of worship, attended sports events,
and visits to concerts and live performances were canceled.
Immediate impacts, along with financial hardships were catastrophic for amateur to
professional theaters across the nation (Dilenschneider, 2020; Eyring, 2020). When the orders for
closing theaters were announced in mid-March, a frightening reality “across the arts, [and the] …
concern about the long-term effects of the coronavirus” were unimaginable (McGlone, 2020).
Peggy McGlone’s (2020) sobering headline in The Washington Post indicated how this ongoing
crisis created uncertainty, as well as mounting financial burdens: “Theaters, dance troupes, music
ensembles, film groups and art galleries are [were] revising their plans almost daily as they
watch[ed] spring approach with a forecast for more economic hardship” (McGlone, 2020, p. 1).
Two questions loomed for community theater boards and artistic directors: (1) how are the
disruptive effects going to impact financial responsibilities and production schedules for theaters
and their artistic collaborators? And (2) when will audiences feel safe sitting next to others in
theater performance spaces?
On Sunday, April 5, 2020, Minnesota Governor Tim Walz delivered his second State of
the State address in which he addressed the need for Minnesotans to Stay at Home to flatten the
curve and stop the spread of COVID-19 (“stayhomemn,” 2020). On March 12, Concordia
University St. Paul, sent information and communications for the CSP Campus in response to the
coronavirus pandemic. Since “2019-nCoV is a newly identified coronavirus that is causing an
outbreak of pneumonia illness,” Concordia University moved their face-to-face classes to an
online format on Monday, March 16 (Concordia University St. Paul, March 12, 2020). At this
time, face-to-face communication was prohibited in institutes of higher education (CDC, 2020).
The Centers for Disease Control and Prevention sent guidelines for students in higher education
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to “plan for digital and distance learning” (CDC, 2020). With closure of schools, universities,
and community theaters, the communication needed for this study necessarily shifted to digital
platforms that would not compromise the integrity of the interview process, or the responses of
the artistic directors. This action research was not compromised by applying a virtual platform
for the interviews with artistic directors; I asked the interviewees the same questions as if we
were in person via Zoom meetings. The IRB protocols for the interviews were accomplished via
emails, phone calls, and scheduled on-line interviews. The data collection options were realistic,
accessible, and accomplished. The nine interviews were scheduled from mid-August to early
October 2020 with artistic directors located throughout Minnesota.
As Pat Thomson (2020) stated in her March 23rd message early in the pandemic, “the risk
management process might be a very helpful strategy for PhD students and supervisors as well as
their universities.” From her experience in working with doctoral students, Thomson (2020)
stated: “Ethnographers and action researchers … may now have a unique opportunity to see how
their site responds to a crisis” (Thomson, 2020). I discovered Thomson’s statement was true; I
did have the opportunity to learn how artistic leaders responded to the COVID-19 pandemic.
Alternative digital technology included computer-based and Internet platforms such as
Blackboard Collaborate Ultra, Google Hangouts, Skype, and/or Zoom tools that supported
graduate students, supervisors, and their committees. This unexpected paradigm shift for social
science research provided alternatives to embrace a new academic approach for our sudden 2020
reality. It was possible for ethical leaders to adjust and serve others by practicing patience,
empathy, and compassion in educational and artistic contexts for the common good of others.
Subsequently, “as organizations and governments around the world ask[ed] for citizens to
practice social distancing to help reduce the rate of infection, the digital world is allowing people
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to maintain connections and commerce like never before” honoring our collective humanity
(LePan, 2020).
Research design
Creswell and Poth (2019) informed my understanding of a qualitative study; a qualitative
study is a process “based on a . . . methodological approach to inquiry that explores a social or
human problem. The researcher builds a complex, holistic picture; analyzes words; reports
detailed views of participants and conducts the study in a natural setting” (p. 326). Since my
qualitative study described the historical development of American community theater, along
with the evolving role of the artistic director’s practice and leadership, the selected design
supported my social science research. The specifics of my research design were based on the
narrative and case study approach that sought positive transformational healing and growth. This
bounded project focused on selected artistic directors who practice throughout Minnesota.
The research problem and purpose focused on the leadership styles and strategies artistic
directors applied in their local context. My purpose was to learn how current artistic directors
work with and lead their diverse multigenerational theater arts’ organization. Diverse and
multigenerational theater arts practice invited involvement from the paid staff to hundreds of
volunteers who worked collaboratively in artistic and/or technical work to produce a bounded
performance product for audiences. The practice of theater arts is a social and civic activity with
a relevant methodological connection to qualitative data collection; its underlying epistemology
in community is based on social interactions. Therefore, in my interpretative framework my
qualitative research supported the urgent needs of artistic directors and their leadership teams.
Artistic directors and leaders need constructive action research and/or plans with their
communities of color that builds trust betrayed for hundreds of years throughout the United
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States. Today, artistic leaders are looking for experts and resources to learn the history of
systemic racism in the United States (Aubrey, 2020; Bowles & Nadon, 2013; Broadway
Advocacy Coalition, 2020; Eyring, 2020; Pollock, 2008). The interviewees shared with me their
questions and needs for how-to resources and experts in systemic racism who support their own
contextual work.
A social consciousness for Americans’ engagement in courageous conversations while
learning how to advocate for social justice, equity, and equality is here (Pollock, 2008). The
recent murder of George Floyd in Minneapolis, Minnesota on May 25, 2020 has raised active
social consciousness for systemic changes throughout the United States (Bierschbach, 2020;
Eligon et al., 2020; Hernandez et al., 2020; Ingraham, 2020; Mizutani, 2020; Morrison &
Murphy, 2020; Ross, 2020; Zapotosy & Stanley-Becker, 2020). In 2020, the systematic racism
embedded in American culture boiled into rage and there was a growing social consciousness for
making progress in fighting racism. As Aubrey (2020) stated, “Protests against the violent deaths
of George Floyd, Breonna Taylor, Ahmaud Arbery and others are emboldening and expanding
the movement to fight racism. But to make progress, many of us may need to adjust our
thinking—and our actions” (para. 1). Chapter Five addresses these concerns with my
recommendations.
The epistemology of this qualitative study was based on social constructivism. My
epistemological stance for doing a qualitative study “addresse[d] the relationship between the
researcher [me] and that being studied as interrelated, not independent” (Creswell & Poth, p.
324). As a Minnesota certified secondary English/Language Arts, Speech/Theater Arts, and
Reading teacher, my lived experiences align with qualitative social science research. Building
bridges is an image for bringing people together when working in the field of education and
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theater arts. With my design, the artistic directors were studied in their real-life contemporary
settings in which examples of where their work intersected with critical, educational, and
organizational leadership theories happened. My epistemological position was interrelated and
not independent from my research. As noted by Creswell and Poth (2018), “rather than
‘distance,’ a ‘closeness’ follows the researcher [me] and that being researched. This closeness is
manifest through time in the field, collaboration, and the impact that being researched has on the
researcher [me]” (p. 324). In sum, my understanding of narrative descriptions and storytelling
sustains and honors universal experiences and human bonds. I incorporated case studies that
were descriptive and narrative. My research questions were intended to be asked via a digital
interview where each artistic director had their own narrative from their lived experiences
working in community theater. A combination of the narrative approach, along with a case study
approach, served the goals of my research by connecting lived experiences, stories, and real-life
field practices that provided the data required for my dissertation.
Evaluation and Rationale: Scholarly Insights
In preparing for my own case study research, Polkinghorne’s (1995) chapter, “Narrative
configuration in qualitative analysis,” described what “narrative inquiry in relation to qualitative
research” is while also providing working definitions that situated my study (p. 1). Reviewing
the definitions, along with his descriptions of the differences “between narrative and
paradigmatic cognition, and between analysis of narrative and narrative analysis” enlightened my
understanding of their differences (Polkinghorne, 1995, p. 1). Polkinghorne distinguished the
differences between “analysis of narrative” and “narrative analysis” when analyzing data and
then writing the results from the data. I used both analysis of narrative and narrative analysis in
this study. Distinctions between the two types of narratives are aligned with the “criteria for
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developing and judging narrative analyses” that helped me to differentiate my own collected data
(Polkinghorne, 1995, p. 1). From an ontological perspective, Polkinghorne’s chapter informed
me how to approach my methodology; that is, how I determined the issues and themes from the
interview data. Briefly, the significant methodology questions I answered were focused on what I
did. Two questions were then addressed: why was it useful to answer my research questions?
And how would I apply and/or analyze the data collected? The answers to these questions
resonated with what I analyzed from my transcription work. As I reviewed the transcripts and
“re-membered” the interviewees’ dialogue, their facial expressions, the questions they had for
me to answer, and their emotional connection to their leadership role their responses were
nuanced and extensive. The interviewees’ lived experiences and their willingness to share their
work with me was an honor and gift.
Zeller’s (1995) “Narrative strategies for case studies,” contrasted narrative and
description writing analysis. For instance, “techniques adapted for writing better case study
narratives include scene-by-scene construction, characterization through dialogue, point of view,
full rendering of details, interior monologue, and composite characterization” (Hatch &
Wisniewski, 1995, p. 2). As a result of the work of Polkinghorne (1995) and Zeller (1995), my
understanding for how to navigate narrative qualitative inquiry helped me to move forward with
my own study. Yin’s (2018) Case Study Research and Applications (6th edition) provided a case
study framework with the steps and guidelines for doing social science research. Yin (2018)
summarized the following four steps in preparing for a case study:
First will be to obtain the needed institutional approval of your procedures for protecting
the human subjects in your case study. Second will be the implementation of an
intensively designed training for the entire case study team. Third will be the screening of
the candidate cases to be part of the case study, and fourth will be the conduct of a pilot
case study. (p. 80)
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These four guidelines prepared me to reflect on Yin’s (2018) emphasis on the skills and values
that I brought as an investigator to this work.
My diligence in preparation and training for my case study was acknowledged by the
CSP dissertation committee and the Institutional Review Board. One of the courses in our
preparation for doing a case study research focused on developing interview protocols. I started
to communicate with potential candidates mid-July 2020. The artistic directors that fit the
established criteria were contacted in collaboration with my dissertation chair. In conducting a
pilot interview case study in April 2019, I learned what was needed, worked, and what questions
were aligned with the practice of artistic directors. I revised the questions in response to the
feedback received from my instructor and cohort. Indeed, COVID-19 changed how artistic
directors and community theaters did their work; in addition, focused attention on social justice
was appraised across the United States following the George Floyd murder on May 25, 2020 in
Minneapolis. My social awareness, sensibilities, and protocols reflected how our nation was
looking inward to examine how Americans educate, work, and gather. Social consciousness from
our collective American history, along with the 2020 current events, moved forward the
necessity for our nation’s equity, inclusion, and social justice practice to be critically examined.
Along with Yin’s (2018) steps and guidelines, he also emphasized the following tasks for
interviewing:
•
•
•
•
•

Gaining access to key organizations or interviewees,
Having sufficient resources while doing [interviews and/or] fieldwork,
Developing a procedure for calling for assistance and guidance, if needed, from
other team members or colleagues.
Making a clear schedule of the data collection activities that are expected to be
completed within specified periods of time; and
Providing for unanticipated events, including changes in the availability of
interviewees as well as changes in your own energy, mood, and motivation while
doing the [interviews and] fieldwork. (pp. 98-99)
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My preparations for collecting case study data were informed by Yin’s (2018) case study chapter
from Case Study Research and Applications: Design and Methods. In summary, my methods and
data collection from interviews and historical documents supported chronological narrative
research with its process for re-storying and developing themes. The data collected from
practicing artistic directors in Minnesota’s community theaters were digital interviews, research
documents, and theater artifacts (photographs, newspaper articles, programs). During the
COVID-19 pandemic, the navigation of field observations was unsafe. The methodology I used
aligned with qualitative social science research when I analyzed data through description of and
comparison of each theater and its artistic director.
Participants
There are over 500 community theaters throughout Minnesota. These registered theaters
appear on the 2020 Internet sites from the Minnesota Association of Community Theatres
(MACT) and the Minnesota Theater Alliance (MTA) membership lists. MACT and MTA
provided possibilities for reaching out to artistic directors throughout Minnesota. I contacted
potential candidates for the digital interviews through networking with the MACT and the MTA.
I sent nearly 50 letters of invitation either by email and/or snail mail. The COVID-19 pandemic
made contacting challenging since the theaters were closed. When I received a response of
interest to participate in this study, I sent the consent form for them to date and sign. Upon
receiving the candidates signed consent form, I sent the interview questions for them to review.
The next step was to schedule our digital Zoom interview. The protocols for informed consent
rights were reviewed at the beginning of each interview with the volunteer director. The
interviews were designed to gather data that showed how individual artistic directors navigated
their community theater context.

88
In this time of COVID-19, I followed the social distancing mandates from Governor
Walz in Minnesota and across the country. It was important for me to establish rapport and a
level of trust with each participant, as much as virtually possible, before the interview started.
Thus, I planned the interviews so that my introduction and protocols were clearly focused on our
informal conversation. Since the interviewees were sent an email attachment with the 5 primary
questions and the 12 sub-questions, we both knew ahead of time what was to be discussed. In
Appendix C, there is a copy of the consent form for participation that I used. Of course, they
were informed, “participation [was] on a voluntary basis and [they] could withdraw from the
project at any time.”
The criteria that I followed were (1) The community theater must be a current and active
member of the Minnesota Association of Community Theater (MACT) and/or the Minnesota
Theater Alliance (MTA) within Minnesota; and (2) the artistic directors should have at least two
years of directorial leadership experience; they may (or may not be) a current member of the
MACT or MTA. By starting with these criteria, I took a stance on the interviewee’s level of
expected professionalism in community theater. I committed to the professional standards and
ethical protocols needed for working with diverse and multigenerational individuals and/or
groups. I followed the Minnesota Education Association (MEA) and the Minnesota Department
of Education’s (MDE) code of ethics for educators, as well as the code of ethics for theater
artists.
I conducted a practice interview that allowed the testing of the interview questions and
revised them for this study (see Appendix D). I practiced my interactive interview skills and
research questions with an unidentified person in an interview that prepared me for this study.
The practice interview was an opportunity for me to test my interview questions before
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completing the real interview(s). My goal was to provide a safe and caring environment that was
nonthreatening and ensured the interviewee’s confidentiality. Throughout the interviewing
process, I indicated to the interviewee I was prepared for our conversational interview having an
introduction, our interview, and the conclusion. Relationship building and reciprocity between
the researcher (me) and the artistic director(s) were important for connecting this narrative and
case study research. As Creswell and Poth (2018) stressed, the need for reciprocity in
establishing boundaries and protocols for interviews, observations, and professional
communication is expected. Reciprocity is:
an aspect of good data collection in which the author gives back to participants by
providing rewards for their participation in the study. These rewards may be money or
gifts or other forms of remuneration. The idea is that the researcher [me] gives back to
participants rather than taking the data from the participant and leaving without offering
something in return. (Creswell & Poth, 2018, p. 327)
Furthermore, reciprocity supported the development of positive relationships when the
researcher was cognizant of reflexivity in our digital platform.
Of course, the writer (me) needs to be aware of their own biases, values, and experiences
that potentially could compromise research with participants. Thus, when I wrote reflective
passages, I knew my own lived experiences did influence how I contextualized and/or shaped the
interpretation of the interviewees’ transcripts (Creswell & Poth, 2018, p. 327). Reflexivity is not
harmful to the participants in research; rather, being vigilant throughout the data collection
process and interviews were expected. My reflexivity was both explicitly and implicitly
dependent upon the multiple dimensions in which the inquiry was conducted. Cho and Trent
(2006) reminded me that in the realm of human social science qualitative research,
methodologies are alternative notions of validity. I considered the social issues to gain an
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understanding of the problems and how they connected to the themes from the research
completed to reach truth with validity (Cho & Trent, 2006, p. 324).
Working with participants meant we were culture sharing. The culture-sharing group was
the analysis unit for me in my narrative and case study methodology. As discussed in Creswell
and Poth (2018), interpretive frameworks position me (the researcher) as an advocate for the
participants throughout my data collection. The diversity and multigenerational population living
in Minnesota informed this study.
Role of the Researcher
My role as a researcher was based on my personal leadership mission, values, and
practice statement written in the Ed.D. Educational Leadership second residency summer session
(July 2018) at Concordia University in St. Paul. My position and role in relation to the
participants was working with another professional; we were guided by the Minnesota
Department of Education’s Code of Ethics for Teachers. My research topic is my lifelong
passion and calling from the beginning of my career as a high school teacher, artistic director,
speech coach, and performer. I have invested considerable time, money, and years of study in
undergraduate and graduate education. When I work with a variety of individuals and groups, I
represent myself as an experienced professional, my community, and Concordia University St.
Paul by following the highest code of ethics for my professional calling. Working for the
common good and “do no harm” are my ethical and established tenets to protect all members of
society. Effective researchers and authentic leaders listen, make decisions with the best interests
of the community in mind, and set “an example of how to do things the right way in terms of
ethics” (Ciulla, 2014, p. 24). I committed to being a researcher who served the artistic and
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organizational leadership roles needed in educational and community theater contexts. While I
understand
how leaders and followers behave, [my] leadership ethics must encompassthe personal
and intellectual challenges of leading and following. To do this, [I needed] to tap into
areas such as history, literature, philosophy, and art for insights into human behavior and
values. (Ciulla, 2014, p. 25)
My leadership ethics are at the center of this social science research. Accordingly, my research
data encompassed a wide range of historical, literary, philosophical, educational, theoretical, and
theater arts’ practice. Delving into a robust and deep study of these areas of knowledge provided
me with immense knowledge that benefits community theater.
Pertinent literature informed my position as a doctoral researcher and included Brockett
(1987), Brookfield (2012), Ciulla (2014), Cole and Chinoy (1976), Creswell and Poth (2018),
Galvan and Galvan (2017), Maxwell (2013), Whiting (1988), Wilson (1982), and many other
writers who have influenced my understanding of theory and practice. My integrity and practice
were represented in my actions; thus, I represented the data collected truthfully. Synthesis of the
data collected was used as part of my own data analysis; therefore, fall semester 2020 was my
time for the “data analysis process of packaging findings (codes, themes) into text, tabular, or
figure form” to establish the results (Creswell & Poth, 2018, p. 327). The interconnectedness of
the data collected informed the answers to my research questions. The interconnections, along
with the relationship of my collected data, became a final cohesive product. In using an
interpretative framework, this narrative case study showed the breadth and depth of ontological
knowledge that aligned with the paradigmatic orientations for this dissertation.
Research Ethics
Ethical approaches ensured my research and interviews were aligned with the highest
ethical practice based on the scholars who are experts in the field of ethics. Joanne Ciulla (2014),
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the editor of the third edition of Ethics, the Heart of Leadership, explained the relationship
between researchers as well as the relationship between followers and their leaders:
No matter how people become leaders, no one is a leader without willing followers …
Leadership is not a person or a position. It is a complex moral relationship between
people based on trust, obligation, commitment, emotion, and a shared vision of the good.
Ethics is about how we distinguish between right and wrong, or good and evil in relation
to the actions, volitions, and characters of human beings. Ethics lie at the heart of all
human relationships and hence at the heart of the relationship between leaders and
followers. (p. xv)
Ethical issues in qualitative research meant the researcher (me) planned strategies that monitored
my study. Creswell and Poth (2018) provided a template or table to support researchers before,
during, and after the research process. In Creswell and Poth’s (2018) Table 3.2 - Ethical Issues in
Qualitative Research, the six steps in the timing needed during the research process are aligned
with types of ethical issues in research and how to address a specific issue (pp. 55-56). This
template was a tool I that helped me to methodologically work through chronologically (and
back around) as an ethical researcher. These six steps focused on (1) what needed to be
completed before conducting my study, (2) issues that appeared at the beginning of my study, (3)
issues during the collecting and analysis of data, (4) issues related to plagiarism, (5) my use of
APA guidelines throughout my reporting of data, and (6) how to publish the study. The goal was
to “complete proof of compliance with ethical issues and lack of conflict of interest” to assure
the interviewees that they were assured of my continuing confidentiality as the interviewer
(Creswell & Poth, 2018, pp. 55-56). I posted my personal leadership mission, values, and
practices next to my home computer, along with the Creswell and Poth (2018) Table 3.2 for
Ethical Issues in Qualitative Research. I reviewed Creswell and Poth’s (2018) Examples of
Ethical Issues to Attend to During Writing – Table 9.1 (pp. 227-228). To this end, my selfawareness throughout the interviews and then in my writing of the results, as shown in Creswell
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and Poth’s (2018) Table 9.1, supported my compliance with “ethical publishing practices” (p.
227).
Editor Ciulla (2014) explained in her foreword to Ethics, the Heart of Leadership, leaders
must understand how moral values and ethical leadership are multidimensional. Ciulla (2014)
referred to Burns (1978) three types of leadership values: (1) ethical virtues, (2) ethical values,
and (3) moral values. Burns (1978) believed “moral values, such as order (or security), liberty,
equality, justice, and community (meaning brotherhood and sisterhood, replac[ed] the traditional
term fraternity). Each of these types of leadership values has [have] implications for styles and
strategies of leadership itself” (Ciulla, Ed., 2014, p. x). While Burns’ three types of leadership
values are necessary, the May 25, 2020 crisis in Minneapolis and beyond brought Americans
face-to-face with our ongoing struggle with social justice, systemic racism, and equity.
Subsequently, Burns’ definition resonates with our immediate collective sense of social
conscious for brotherhood and sisterhood. In today’s social and political climate, Burns’
explanation rings true in 21st century American life:
Ethical values are crucially important to transactional leaders, whether in politics or
education or other fields, who must depend on partners, competitors, clients, and others
to live up to promises and understandings, as they must themselves. Responsibility and
accountability are the tests here. Ethical values too tend to be culture based and hence
diverse … I believe the Enlightenment values of liberty, equality, and fraternity
(community) are still evocative and controlling for vast numbers of people in the Western
world at least. I believe that life, liberty, and the pursuit of happiness dominate not only
the American mass mind but that of most other societies in the West. Despite numerous
violations of its terms, the UN Universal Declaration of Human Rights continues as a
moral standard for most nations of the world. (Ciulla, 2014, pp. x-xi)
Burns (1918-2014) status as an author and historian inspired me to learn about his philosophy
and work on transformational leaders. In Burns (1978) publication Leadership, his scholarship,
expertise, and wisdom speak to the world’s 21st century issues. Burns’ chapters on transforming
and transactional leadership for small groups align with the social justice narrative in our midst.
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As such, I conclude the urgency and relevancy of Burns’ scholarship speaks to “an inspirational,
spiritual, perhaps morally righteous evocation of future hopes and expectations for a new
political movement” and growing social consciousness for today’s world (Ciulla, 2014, p. xi).
In conducting my research in relationship with (not on) future participants, the protocols
were followed. The context of my digital work with artistic directors was honest and truthful
reporting and based on the interviewees’ individual permission. I related the process to my
experience in education, organizational leadership, and artistic leadership in schools, theaters,
and civic organizations. I am an organizational and artistic leader called to empower, teach, and
lead others to their own advanced learning success. As an ethically driven, equity focused, and
creative leader, I am positioned to empower and teach diverse and multigenerational individuals
how to be part of their own transformational life journeys.
Instrumentation and Protocols
Pilot testing of my instrumentation included a questionnaire and digital individual
interview. The copies of my pilot study interview and protocol form, along with the copies of my
field observation and protocol forms are in my working documents. The current COVID-19
pandemic meant the procedures and protocols were mitigated to follow the Stay Safe MN social
distancing order. A field observation and accompanying protocols were not possible for this
study. All instruments and protocols were approved by the Concordia University’s Education
Department and CSP Institutional Review Board. The final protocol forms, questionnaire, and
interview instruments are in the appendix (see Appendices A, B, C, and D). Notably, the unit of
analysis included nine case studies of Minnesota’s community theaters and their artistic
directors.
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The contextual instrumentation and protocol strategies helped me to compare the artistic
directors’ leadership styles. I observed their contextual similarities and differences to discover
and compare how and to what extent the directors’ application of educational theater practices,
leadership strategies, and how their artistic mission and values were practiced in their specific
organization. Data collected from these instruments became primary research that informed the
responses to my research questions; the data showed their educational programming
(multigenerational, diverse, and equitable) practices.
Procedures and Data Analysis
This section describes data collection procedures, processing, analysis, and triangulation
techniques that reference my scholarly literature. Since I combined narrative and case study
research, the procedures and data analysis were similar. After aligning my data into themes, I
continued to analyze and compare the similarities and differences from the interview data
collected. The interview questions informed the case study findings; these tools were grounded
in qualitative research methodology that led to my narrative analysis. As prescribed for both
narrative and case study research, I described the procedures, the processing, analysis, and
triangulation techniques applied to the relevant scholarly literature. Following is the breakdown
of the requirements that I accomplished in doing narrative and case study research.
Description of the Procedures
After I started the digital Zoom interview, I asked the interviewee for their permission to
audio record our interview as part of the research data. Then I reviewed the purpose of this study
and the interview protocols before moving onto the interview questions. The first question
focused on their personal story and lived experiences of their journey to becoming an artistic
director and organizational leader. The interviews continued with the 5 primary questions and the
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related 12 sub-questions (see Appendix D). Before each candidates’ digital interview, I
researched the theater’s website for its location and context, the community theater’s history,
production history, mission, artistic goals, and related information. When available, I read and/or
viewed the archival materials that included production photographs, programs, company
members, past directors, educational offerings, newspaper articles, and relevant historical facts.
Narrative resources and oral histories helped me to learn about the director’s individual
autobiographies, as well as their story as a developing artistic and organizational leader. I worked
on the transcripts in chronological order from the beginning to the end of the interviews. The
director’s individual story, along with their theater’s story, gave me contextual history as I
proceeded to hear how the director worked in their own context. Each of the interviewees
answered every question; then I started to see similarities and differences between the nine
directors’ practice. The interviews were about 60 minutes each; however, one of the interviews
was 90 minutes. As I listened to the artistic leaders, I began to note themes developing from their
responses to the interview questions. I also noted how they worked with their board of directors.
The interview questions are in Appendix D.
The sample questions I considered were based on my understanding of the narrative
research approach. As one who is interested in the work of a specific artistic director and their
journey to becoming an artistic leader, I gathered information from their life histories and stories.
My practice of the narrative research approach brought the directors’ life history initially into
their interview; these stories were significant in how a leaders’ work was practiced in the field.
The assumption was that they had experience from which to respond to this study.
Since their role as an artistic director was evolutionary and required years of
commitment, I was interested in finding out about their personal journey to their current role as

97
an artistic director and arts leader. This fits with the Creswell and Poth (2018) observation that
narrative research is considered a method and a product for narrative description. By gathering
the oral histories of nine artistic directors, I was positioned to gather “personal recollections of
events and their causes and effects from an individual or several individuals. This information
may be [was] collected through tape recordings or through written works of individuals who
have died or are still living” (Creswell & Poth, 2018, p. 313). My work was to summarize key
historical events in their professional journey, alongside their answers to my interview questions
about their leadership experiences and current practice. In the process of developing my case
study, I understood that these specific cases were the unit of analysis. Therefore, my study cases
were in real-life community theater settings and focused on leadership practices and strategies
applied by experienced artistic directors.
The first step was to invite artistic directors working in Minnesota community theaters to
inquiry about their interest in participating in this case study. My job as a researcher was to gain
professional access and to collect facts about each community theater under investigation. My
job was to state the facts and history of these organizations and the expectations for artistic
leadership and/or their collaborative team(s).
The specific cases studied were in a bounded system; this means “the case selected for
[my] study has boundaries, often bounded by time and place. It also has interrelated parts that
form a whole” (Creswell & Poth, 2018, p. 321). At some point in the data collection process, a
saturation of gathered research indicated it was time to move onto data processing. This
saturation of gathered research happened in October 2020. Another discriminating strategy
during data collection was to be mindful of triangulation, or the use of a variety of data sources
that revealed differing perspectives. Methods for triangulation use “multiple and different
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sources, methods, investigators, and theories to provide corroborating evidence for validating the
accuracy of [my] study” (Creswell & Poth, 2018, p. 328).
Data Processing
As I gathered historical and scholarly work in the form of scholarly literature, peerreviewed articles, and personal interviews, I moved into the data processing stage of this study.
As I gathered knowledge and specific stories from Minnesota artistic directors, I expected to find
common themes from their lived experiences. These experiences aligned with the broader field
of theater arts as it is practiced in the 21st century. This aspect of my data processing informed
how I retold (or not) the stories told to me in the individual interviews based on the primary and
secondary questions. I discovered a specific director consciously applied critical theory or
feminist theory intentionally in their work with actors’ character analysis and staging. Examples
from ethno-theater, feminist theater, educational theater, theater for youth, and/or theater for
diverse and multigenerational participants suggested the potential representations of the
directors’ background, theory, and practice. By collecting data from the directors, I had hours of
data collected from the interviews transcribed, analyzed, and then described in my narrative
analysis. I discovered in doing case study research that the “setting may be broadly
conceptualized (e.g., large historical, social, political issues) or narrowly conceptualized (e. g.,
the immediate family, the physical location, the time period in which the study occurred)”
Creswell & Poth, 2018, p. 322; Stake, 1995). In fact, the population totals and the US Census
demographics ranged from small communities to the Minneapolis-St. Paul Metro Area.
My collective case study included multiple case studies; in my case, nine theater directors
were interviewed. The interviews had similarities and differences; thus, my cross-case analysis
compared similarities and/or differences that became themes from these interviews. My data
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analysis was a holistic analysis. Creswell and Poth (2018) described how researchers draw
descriptions, themes, interpretations, and/or assertions from their research questions and/or
interviews. I focused on the approved interview questions and listened for similarities and
differences depending on the interviewee’s context, leadership history, and practice. It was
reasonable to be aware of the values a director (or team of leaders) had on a specific issue based
on their community context. Diversity, equity, and inclusion (DEI) were the focus of primary
questions four and five that included five sub-questions. Issues included practical leadership
strategies that focused on critical and/or feminist theory in community theater practice. The
interviewees were located throughout northern, southern, and eastern Minnesota.
Data Analysis
I applied Maxwell’s (2013) social research methods from Qualitative Research Design:
An Interactive Approach to my collected data (pp. 109-111). This categorical coding matrix
helped me sort through, divide, and code data into themes throughout my data analysis. I studied
scholarly resources, peer-reviewed articles, the local history of the interviewees’ communities
and the theaters they served. I reviewed geographic, demographic, and historical information
from the U. S. Census, Minnesota county websites, and the specific history, mission, and related
information about each theater before each of the interviews. There were intentional procedures I
followed to reach a saturation point in my data collection. I sensed saturation points for each of
the primary and secondary interview questions; this happened as I transcribed and typed word
document transcripts for each of the nine interviews that was nearly 100 pages when completed.
I felt there was triangulation from the data collected after the interviewees’ transcriptions were
completed; then I discovered the dominant themes, along with the similarities and differences
between the artistic directors’ practice and their specific community context.
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When doing the analysis for my bounded case studies, I worked to make sense of my
collected data so that my “interpretation [and assertions] of the data [were] couched in terms of
[the artistic directors’] personal views or in terms of theories or constructs in the literature”
(Creswell & Poth, 2018, p. 321). Throughout my data analysis, I reviewed how and in what ways
critical theory, applied educational theory, and current leadership theories overlapped in theory
and practice. While and during the development of my case study research, I discovered themes
that surfaced from my scholarly, contextual, and detailed interviews. I reached a point in my
work where analysis of themes took precedence. As I integrated my collected descriptions, I
analyzed specific themes that began to cluster; these descriptions provided details and quotations
that supported eight themes. My study of Creswell and Poth’s (2018) approach for getting to the
themes were then applied to Maxwell’s (2013) social research frameworks. This process showed
me how to pull out the themes and cluster them into eight defined themes informing the answers
to my three main research questions.
In analyzing my data, I had the opportunity to assess data collected from both a narrative
and a case study approach. Creswell and Poth (2018) explained how patterns in data collected
and analyzed from a narrative approach and a case study approach strengthen categories and
themes. The Maxwell (2013) matrix approach provided a visualization and record of the themes,
categories, and other patterns that surfaced from my collected research process. In using both the
narrative and case study approaches to inquiry, I now know that Creswell and Poth’s (2018) and
Maxwell’s (2013) respected methods of inquiry did guide me to the answers for my three
research questions.
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Triangulation
In Blackstone’s (2012) Principles of Sociological Inquiry: Qualitative and Quantitative
Methods, she stated “using a combination of multiple and different research strategies is called
triangulation” (5.3 Triangulation, para. 1). Triangulation, as defined by Creswell and Poth
(2018), is when “researchers make use of multiple and different sources, methods, investigators,
and theories to provide corroborating evidence for validating the accuracy of their study” (p.
328). Throughout my research, highly regarded scholars in the fields of education, theater arts,
and leadership contributed to this study’s triangulation. Triangulation is and was imperative for
aligning evidence for accuracy. Using robust research provided multiple data threads that
intersected and supported “different sources, methods, investigators, and theories” throughout
my study (Creswell & Poth, 2018, p. 328). However, as Maxwell (2013) explained, “although
some qualitative researchers have seen experimental manipulation as inconsistent with
qualitative approaches (e.g., Lincoln & Guba, 1985), informal interventions are often used within
traditional qualitative studies that lack a formal ‘treatment’” (Maxwell, 2013, p. 127). As such,
my presence as a researcher was an informal professional intervention with artistic directors and
their community theater context. What this means for my own triangulation, as a qualitative
researcher, is that I acknowledged, identified, and analyzed “discrepant data and negative cases”
to ensure “the logic of validity testing in qualitative research” (Maxwell, 2014, p. 127).
Subsequently, “Asking others for feedback on your conclusions is a valuable way to identify
your biases and assumptions and to check for flaws in your logic or methods” (Maxwell, 2013, p.
127). Therefore,
triangulation [means] collecting information from a diverse range of individuals and
settings, using a variety of methods . . . [and] reduces the risk of chance associations and
of systematic biases due to a specific method, and allows a better assessment of the
generality of the explanations that one develops. (Maxwell, 2013, p. 128)
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With respect to triangulation in qualitative research, Fielding and Fielding (1986)
appraised that “triangulation automatically increases validity” (Maxwell, 2013, p. 128). For my
work, I was aware of my own bias and attempted to be objective while relying on my selection
of research methods and collected data; thus, any “validity threats are made implausible by
evidence, not methods” (Maxwell, 2013, p. 128). Understanding and acknowledging the role of
triangulation in my research study, informed my application of the “convergence of the data
collected from different sources of evidence, to access the strength of a case study finding and
also to boost the construct validity of measures” throughout the data analysis as a qualitative
researcher (Yin, 2018, p. 288).
Since the collaborative constructivist framework has the potential to benefit and empower
leaders, subjective critical theorists support theater practitioners who aim to advocate for greater
social justice and equity (Boal, 1985; Bowles & Nadon, 2013; Cohen-Cruz, 2005; Forte, 1988;
Freire & Macedo, 1970, 2017; Saldaña, 1995, 1999; Weltsek, 2018; Weltsek & Koontz, 2018).
My argument for investing in critical theory was triangulated with feminist theory (Case, 1988;
Dolan, 1988; Forte, 1988), along with Guba and Lincoln’s (2005) critical theory paradigm of
historical realism. In the practice of critical theory, there are epistemological dimensions (or
facets) that are flexible and support transformational growth with and within the researcher and
the research participants (Creswell & Poth, 2018). To summarize, critical and aesthetic theories
associated with social science resonate with Guba and Lincoln’s (2005) many-faceted diamond
imagery.
Artistic directors integrate many dynamic facets, or collaborative voices with their
creative team. The artistic director visualizes the actualized production, with its many facets, as it
becomes the “diamond” that audiences see. The dynamic process becomes unified and is
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intended to be reflected to the audience on opening night and beyond. Hence, the artistic director
illuminates a completed many faceted “puzzle” or diamond for others to see. Even if
performance styles differ, and/or their venues, the artistic director’s critical lens moves
dynamically toward an aesthetic vision that is actualized on stage (Chinoy, 1976; Cohen &
Harrop, 1984; Dean & Carra, 1974; Sievers et al., 1976). As the theoretical orientations of the
director are directly, or indirectly, working toward their aesthetic, the interpretative framework
“gels” throughout the rehearsal weeks from the many facets of the process to the product.
In my synthesis, critical theory, and transformative frameworks merge with the director’s
artistic and stylistic performance when they become the director’s aesthetic vision. Thus, the
Creswell and Poth (2018) summary of the interpretative framework aligns me with researchers
who “advocate that knowledge is not neutral and it reflects the power and social relationships
within society, and thus the purpose of knowledge construction is to aid people to improve
society (Mertens, 2003)” (p. 328). In the case of play making, the finished production reflects the
relationships and creativity of the collaborative work between every person. As a result, the
interpretivist/constructivist ontological and epistemological possibilities aim to emphasize social
justice as it aligns with feminist thought (Creswell & Poth, 2018). Guba and Lincoln (2005)
inspired this study with their explanation of critical theory; that is, the nature of reality or
historical realism.
Guba and Lincoln (2005) stated, “virtual reality shaped by social, political, cultural,
economic, ethnic, and gender values” crystallizes over time (p. 193). A faceted diamond is one
way to visualize how reality is multidimensional and shifts depending upon the light directed
toward the lens of the researcher (and the director). The director’s vision is socially and
artistically positioned to be “reseeing and retelling” an “inseparable” story (Guba & Lincoln,
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2005, p. 208). Examples of critical theory studies that advocate for social justice are Butterwick
and Selman, (2012); Forte, (1988); Grobman, (2017); Hall, (2013); Leonardo, (2013); Metcalf,
(2008); Ngo, (2010); and Vannah, (2008). To this end, Langley’s (1974) appraisal of the human
need for strong community honors and values the arts when he stated, “Arts workers have no
greater task than to create a social atmosphere in which truth and courage can thrive in the arts as
they should in the lives of the audience” (pp. 176-177).
Assumptions, Limitations, and Delimitations
One of the philosophical assumptions for qualitative researchers, as identified by
Creswell & Poth (2018), is the epistemological
relationship between the researcher and that being studied as interrelated, not
independent. Rather than “distance,” as we call it, a “closeness” follows between the
researcher and that being researched. This closeness is manifest through time in the field,
collaboration, and the impact that being researched has on the researcher. (p. 324)
Another assumption in doing research was the expectation within each of the narrative and case
study research epistemologies. In doing narrative research, I applied a methodology that is also a
product. Thus, narrative research is “a study of stories or narrative or descriptions of a series of
events that accounts for human experience” (Creswell & Poth, 2018, p. 313). For case study
research, I worked with diverse and multigenerational human beings. Since I worked in a
contemporary and real-life context, the narrative and case study research followed the protocols
and procedures required by Concordia University and the IRB. Subsequently, my philosophical
assumptions directed my view of reality (ontology), how I know reality (epistemology), my
value-stance (axiology), as well as the procedures (methodology) that I were applied in my study
(Creswell & Poth, 2018, p. 326). Therefore, my assumptions were connected to how I applied
educational, performance, and leadership theories throughout my research. The interviewees’
human rights, privacy, and confidentiality were essential. This work started by building trusting

105
relationships; interpersonal trust takes time and careful planning. The volunteer participants
knew I was a Concordia University researcher. Each of the artistic directors may have had their
own assumptions and expectations for our work together. For my part, I was an ethical, honest,
and caring voice in their midst. I was and will always be a guest in their community. The
volunteer participants became a part of my research. My hope is that they benefit from my
research.
Limitations and delimitations throughout my study were disclosed and explained. This
meant my work with my CSP dissertation committee chairperson, and the members of my
committee, expect mutual trustworthiness and honesty in our work. My credibility as a
qualitative researcher was judged; being respectful and humble in my interactions with others
was expected. Delimitations did not confront me in my work with a participant or the
organization; however, it was my role to reach out to my doctoral chair and committee if there
had been a problem. The member checking dimension learned in my CSP courses prepared me to
complete my research assignments professionally and responsibly.
Specific ways I protected the participants’ data was using a pseudonym and a number for
each artistic director, their community theater, and in my observations. The measures taken to
protect the participants included protocols for their anonymity, voluntary participation, and the
storage and disposal of collected data per the IRB and CSP requirements. I developed a template
for both my interviews and observations based on an integration of Creswell and Poth’s (2018)
sample interview protocol (p. 167) and the institute for development. The combined template has
three sections: introduction, interview questions, and closing. Within each of these three sections
are specific protocols including the purposes of my study, informing participants of their
confidentiality, anonymity, their right to not respond to if they do not wish to, and their right to
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end the interview at any time. Before beginning the interview, I needed verbal and written
consent from each participant for a digital audio recording. This audio recording became an
anonymous transcription identified by a pseudonym or number. Virtual meetings at this time
were required because of the COVID-19 pandemic. After moving through the research questions
with each of the volunteer participants, I closed the interview with a concluding statement. This
statement informed the participant what will happen after our work together is completed, along
with the contact person (dissertation chair) at Concordia University if the participant has any
questions. None did have any questions. A verbal thanks and a follow up thank you note is
standard protocol that I followed. Professional practice and ethical conduct are norms to protect
participants, their data, and its storage and disposal. Specifically, I have a Trend Micro Internet
Security product through Best Buy and the Geek Squad that is annually renewed, supports daily
backup software, and is updated regularly. I store my data only on my home desktop computer. I
am the only person who has access to my CSP research, data collection, and dissertation drafts
that are shared only with the dissertation chairperson and committee members.
Before the onset of the COVID-19 pandemic, a delimitation for this study was to collect
interview data from the Twin Cities Metro Area. Since I collected data digitally there was an
opportunity to interview artistic directors from outside of the Twin Cities Metro Area. This
expanded my search for volunteer participants throughout the State of Minnesota; this broadened
the scope of responses from the interview questions. In Minnesota, the Stay Home MN and
social distancing required community theaters to stay closed for an indefinite time. As Michael
Osterhom (2020), the University of Minnesota epidemiologist recently stated, “this is going to be
a rough few years” for the arts and other cultural entities (Espeland, 2020, p. 1).
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Collecting data from artistic directors during the coronavirus Stay Home MN mandate
turned out to be an opportunity for me. I met with individuals virtually via Zoom who may have
had less availability than they did during the COVID-19 shutdown of theaters. Changes in our
professional and personal lives provided fresh perspectives for artistic directors who approached
collaborations in this uncharted context. At this juncture, community theaters remain closed and
making plans for an unpredictable future. Theater artists are working out how they can (and
when) their public performance venues may be safe. The loss of income from cancelled
performances from March 2020 to the present is unpredictable (Espeland, 2020, p. 2). During the
month of March 2020, the world as we knew it changed radically. As Espeland stated, we do not
know when public spaces will be safe and the re-opening of theaters is “not a good picture” (p.
2).
Creswell and Poth (2018) noted the need for self-reflexivity while researching and
writing; thus, I was “conscious of [my] biases, values, and experiences” and mindful of their
presence in my own work (p. 321). My reliability, based on my biases, reflexivity, and reactivity,
were mitigated and I was accountable to the interviewees and my dissertation chair. As I
identified themes from the interviewees’ answers to the primary and sub-questions, I carefully
developed the conclusions from the validity of the data collected. Therefore, Maxwell’s (2013)
validity checklist (pp. 125-129) and the required validity and reliability criteria applied to
triangulate multiple sources and data collected. By practicing strategies such as member
checking, or respondent validation, I proactively ruled “out the possibility of misinterpreting the
meaning” from the interviewees’ responses. I observed and listened carefully to avoid my own
“biases and misunderstandings of what [I heard and] observed” (Maxwell, 2013, pp. 126-127).
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Finally, as Creswell and Poth (2018) have proposed, bracketing advances potential
misunderstanding as I reported others’ experiences.
Conclusion
In writing Chapter Three, my understanding of the complexities of data reporting
informed the methodological strategies I focused on during my interactions with the artistic
directors. Two approaches for inquiry that resonate with qualitative research are the narrative and
case study approaches. Throughout the writing of Chapter Three, I discovered these approaches
were compatible with my field of study and research.
The aesthetic merit and philosophical assumptions were significant. As Creswell and
Poth (2018) stated, “a piece succeeds aesthetically when the use of creative analytical practices
opens up the text [interview narrative] and invites interpretive responses. The text is artistically
shaped, satisfying, complex, and not boring” (p. 323). My interpretative framework and its
methodology worked in community theater contexts throughout the nine interviews. Diverse and
multigenerational voices created meaningful embodied narratives that had aesthetic merit.
Throughout Chapter Three, I worked through each of the sections with diligence and
anticipation; the results were developing throughout my preparation for and during the nine
interviews. As a result, Chapter Four reports the findings and themes illuminated from my
interviews with artistic leaders throughout Minnesota.
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CHAPTER FOUR: THE FINDINGS
Purpose and Preview of Chapter Four
In the following chapter, I present my collected data and analysis from nine interviews
with artistic directors and leaders who are responsible for the artistic and financial work in
community theaters throughout Minnesota. The interview questions included five primary
questions designed to access and assess their artistic journey; specifically, I focused on how their
organization supports community theater productions and education, how they practice equity in
their theater’s work, and what organizational challenges they have faced during the COVID-19
pandemic. These questions were asked during individual Zoom meetings. The organizational
leader’s answers informed and provided answers to my three research questions. This chapter is
the micro and meso view of my study, with occasional reference to the macro view. These three
levels are approaches for my analysis of the data collected that framed a continuum of the
director’s artistic and executive leadership skills. These nine theaters are in northern, southern,
and eastern counties in Minnesota. The directors’ passion and diversity represented their
backgrounds and experiences.
While Webster’s Dictionary provided the elemental definitions for the three levels of
inquiry in qualitative research, social science researchers (sociologists) define specifically
macro-level, meso-level, and micro-level as levels of society: “Macro-level analysis is used to
look at societies at large. Meso-level analysis involves the study of groups, communities, and
institutions. Micro-level analysis focuses on the social interactions of individuals or very small
groups” (Coursehero, n.d.). As these levels of data were collected, the puzzle pieces begin to
create a clearer picture of community theater in the social context of its Minnesota location, its
population, demographics, and their budget. The themes identified from the interviewees
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indicated both similarities, differences, and unexpected data regionally and/or contextually
based.
I found hundreds of performing arts organizations throughout Minnesota. In fact, the
published membership lists from the Minnesota Association of Community Theatres (MACT)
and the Minnesota Theater Alliance (MTA) indicate not only the location, but also their theater’s
specific context of practice. The following statement from the MTA (2018) resonates with my
research questions and the theaters in this study.
We value organizations working to bring equity, diversity, and inclusion to
their programming, artistic involvement, and audiences. We value performing arts
organizations being reflections of community voices, and cultural sanctuaries for those
who feel isolated. The [MTA] seeks to create . . . bridges of connection working for
purposes of common good and social responsibility.
I counted over 500 performing arts member organizations ranging from theaters, opera
houses, and performing arts venues that serve communities across Minnesota. As I read the
theaters’ websites for their vision, mission, and value statement(s), I narrowed the possibilities.
Along with their organization’s history, past productions, educational offerings, commitment to
social justice, and their responses to COVID-19, I reached out to over 50 artistic directors. In
sum, the MACT and the MTA have sustained a framework that continues to educate and share
live theater in communities large and small throughout Minnesota.
Statement of Problem Informed Interview Questions
The study focused on the educational and artistic leadership of a specific community
theater. The problem discovered how the artistic director’s organizational and educational
leadership strategies informed and supported diversity and equity. The puzzle solved how
community theater directors worked with diverse generations. The declarative statements of the
problem, or puzzle, were edited to be interrogative questions that were asked of the artistic
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directors who may also be executive managers. The three research questions were aligned with
the three levels of analysis (micro, meso, macro). Under each of the 5 primary questions, one or
more micro questions were listed under each of the primary questions.
Three Levels of Analysis Support the Methods of Research Design
The three levels of analysis and inquiry were based on my three research questions. The
five primary interview questions sought answers from the perspectives of nine artistic directors’
experience. Blackstone (2012) differentiated three levels of inquiry where the researcher is
ethically bound to self-appraise their data collection and how their research design methods
support the research outcomes. Blackstone’s (2012) summary of key considerations for both
analysis and design is stated:
At the micro level, researchers should consider their own conduct and the rights of
individual research participants. At the meso level, researchers should consider the
expectations of their profession and of any organization that may have funded their
research. At the macro level, researchers should consider their duty to and the
expectations of society with respect to social scientific research. (p. 34)
In preparation for, and while I conducted the digital interviews, I learned about the role and work
of each artistic director in their specific community. My methods of research design aligned with
the requirements and responsibilities of critical inquiry. Before interviewing each of the artistic
leaders, I investigated each theater’s website where descriptions of their theater’s goals, vision,
and/or mission, its history, and their theater’s response to the COVID-19 pandemic were posted.
Thematical Findings: Interviewees’ Responses to Five Primary Questions
The data from the interview questions are summarized within the thematic section. After
each of the nine interviewees consented and signed the interview consent form, I sent them the 5
primary questions and 12 sub-questions so that they had time to prepare (or not) for our
scheduled Zoom meeting. Qualitative findings are presented thematically from the collected
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interviews that were recorded with the permission of the interviewees. Data from the theater’s
website and/or artifacts also provided sufficient data to address the three broad research
questions. Because of the COVID-19 restrictions I was not able to go to the theaters. However, I
discovered the intensity of the digital interviews and the interviewees’ responses were candid,
informative, and opinionated. Their lived experiences provided valuable insights for analysis.
Sources of Data, Research Permission, and Procedural Protocols
Procedures included a letter of introduction from my dissertation chair and me after the
IRB process was accepted by the CSP Committee. On July 8, 2020, I received research approval
from the Concordia University St. Paul Institutional Review Board (see Appendix A). The letter
of invitation (see Appendix B) was sent to Minnesota community theater directors between July
22-24; after a second emailing was sent in August 2020 it was obvious that extending my search
and using snail mail was necessary. After a second snail mailing that reached far beyond the
Twin Cities Metro area, I received responses from potential candidates. Each director was asked
if they were interested in being a volunteer for an interview with the researcher (me) on a digital
platform (Zoom). The “yes” responses received a consent form (see Appendix C) that required
the interviewee’s e-signature that allowed me to audio-record our interview. The artistic directors
who consented to be interviewed were sent the 5 primary questions, along with the 12 secondary
questions approved by my dissertation committee (see Appendix D). My intention was to allow
the candidates to reflect upon their answers before our interview.
I discovered my search for interview candidates needed to go beyond the Twin Cities
Metro Area. Thus, the selection for artistic directors went beyond my initial criteria out of
necessity. However, the diversity of the leaders working across Minnesota provided viewpoints
and experiences that enlightened this study. The diversity of the interviewees indicated how their
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community context influenced play selection, casting, rehearsal schedules, and budgeting. The
need for providing equitable opportunities for diversity and social justice concerns were
decisions that artistic directors made on a daily and seasonal basis.
All interviews included mutual introductions before we engaged in our virtual Zoom
meeting. All interviewees returned their signed consent form back to me before their interview
was scheduled. Before each interview, I reviewed the protocols with each interviewee including
how their responses would be monitored for confidentiality. The safety provisions for how their
shared data were used meant that pseudonyms, numbers, and/or letters protected their privacy. At
the end of each interview, beyond my personal thank you, I also sent a gift card (Caribou,
Starbucks) to each interviewee. Every director-leader was interested in my final data and its
analysis. Upon completion of the analysis work and this study, I sent an email attachment of the
recommendations to each of the interviewees.
Context Support for Interviewees’ Data
In this section, the interview data collected from the nine artistic directors were
organized from the interviewee’s responses to the primary and sub-questions. I used the local
descriptions of the village, town, city, or community along with the director’s self-identification;
leadership titles were artistic director, executive director, managing director, and/or education
director. Their words, perspectives, experiences, and responses to the interview questions were
supportive examples for the evolving themes. To analyze and to protect the identities of the
interviewees, along with the organizations each represents, there are no citations connected to
participants’ specific quotes or their community’s theater(s). Each theater is identified with a
letter and number, while the interview conversation is cited with the date of the interview.
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Theater A-1:
This northern Minnesota city’s population, as reported by the US Census Bureau on July
1, 2019, was 11,214 (“QuickFacts,” 2019). According to the interviewee, this northern
Minnesota community “reaches more than 75 miles in each direction. We have got quite an
outreach in northern Minnesota.” The theater space is scheduled 335 days each year and offers
year-round educational programming for grades 2-12 in dance and theater, along with their
summer theater camps. This community theater is over 50 years old and provides spaces for
theater, dance, band rehearsals, and performances.
Theater B-2:
This southern Minnesota city, as reported by the U.S. Census Bureau on July 1, 2019,
was 25,233 (“QuickFacts,”2019). According to 2020 demographic information, this community
theater is situated in a southern Minnesota county. The city’s identity is based on its
manufacturing and related businesses. A community college provides year-round shows for
adults and children. There is one other theater in this community that provides theater
experiences and education for children and youth.
Theater C-3:
Moving from southern Minnesota, this community theater is situated in a northern county
that serves two small cities and one unincorporated township community. Theater C-3’s
contextual identity contrasts from Metro Area theaters. As noted by the founding director, these
three communities work together to give its residents and visitors “good and quality theater.”This
was the smallest community in this study with only 123 people as recorded in the 2010 census.
The second community had a total of 446 in 2010, while the third community was
unincorporated with a total population of 467 in 2010. The third community, relatively close to
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the other two, completes their theater network that supports theater education and entertainment.
The distance between these communities, as stated by the director, “is close to seven miles and is
a twelve- minute drive from one community to the other. After dark, and especially in the winter,
no one drives between the three towns.” The communities share “a fine arts center with a stateof-the-art theatre and art gallery” that is centrally located. There are three town halls, one in each
community, that provide spaces for performances.
Theater D-4:
In contrast to the three rural communities this Metro Area community, as reported in the
2010 census, had a population of 429,606 and continues to grow (“QuickFacts,” 2021). The
range of demographics in this Metropolitan city is diverse and multicultural. This community
theater was one of the first established in Minnesota. Its support for multigenerational and
diverse artists appealed to its founding leaders. This theater is home to many events that support
theatrical performances, education for multi-generations, conferences, competitions, outreach,
and networking for theater artists.
Theater E-5:
This performing-arts center located in the Metro Area had a population over 308,000 in
2010 (“QuickFacts,” 2021). This theater emphasizes contemporary theater and education. This
theater originally was a variety hall before it became a theater. One of its unique characteristics
is its alignment with the Actors’ Equity, or union of professional actors and stage managers.
Their values include embracing theater artistry to welcome, to teach, to be respectful, and to be
inclusive. This organization supports justice and equity in their “premiere gathering place for
culture, thought, and dialogue.”
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Theater F-6:
This theater located in the Metro Area had a population in 2010 that was over 308,0000
(“QuickFacts,” 2019). What makes this theater standout is its stance on social justice and equity;
that is, meeting people where they live and reaching out to them at non-traditional venues. This
theater’s commitment is to be accessible for all demographics. Their work and outreach
embraces “a diversity of life experience” that “calls on all of us, from the cast to the directors, to
not make assumptions on who our audience is and what type of work is going to be most relevant
and engaging for them.” The theater’s leaders believe “theater is essential to all of our lives” and
they are committed to “nontraditional audiences . . . as well as the general public.” This theater
intentionally serves diverse audiences.
Theater G-7:
This theater is situated in the St. Paul metropolitan area in a city that had a population of
72,828 in 2019 as reported by the US Census website (“QuickFacts,” 2019). This suburban
community theater was founded in the 1970s and had a large growth in their programming from
1996 to 2006. As described on its website, this theater is “recognized as a leader and cornerstone
for the arts in the region; [we believe] All arts and artists have a greater opportunity [here];
[along with their] Arts education for all ages and abilities [to] flourish.”
Theater H-8:
In the northern part of Minnesota, Theater H-8 has depended on its iron mining
community and its surrounding commercial centers throughout its history. The city’s population
was 8,373 in the 2010 (“QuickFacts,” 2019). Its theater community started as a historic opera
house now over 100 years old. Demographic information from the U. S. 2010 census indicates
nearly 95% of the population is White. The mining industry has determined much of the area’s
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culture and economy. In 2012, the original opera house was added onto and was restructured as a
community theater. The original 1912 building was a vaudeville stage and later became a movie
theater. Today, this center for the arts supports educational and performance programming for
children to senior citizens.
Theater I-9:
This theater is in a city in northern Minnesota. As of 2019, the population was 15,434
making it the largest commercial center between Grand Forks, North Dakota and Duluth,
Minnesota (“QuickFacts,” 2021). Three Native American (Indigenous) reservations are in this
area. In contrast to the eight other theaters, this city has the lowest percentage of White (81.3%)
residents and the highest percentage of Native Americans (11.3%). The city’s performing arts
center has established live theater with amateur and semi-professional and/or professional
companies. An amateur community theater and a semi-professional and/or professional company
share the historic movie theater space. The two theaters have their own histories and identities.
The amateur community theater performs throughout the school calendar year (September to
early May); the semi-professional and/or professional theater begins their season in mid-May and
closes in August after producing four summer musicals. The interviewee stated the two groups
work independently and sometimes share or rent props, costumes, etc. from one another.
Intermittent tensions and competition for actors is part of their collective history. They mutually
manage the needs of the two theaters with May being the end of one season and the beginning of
another.
Summary of Contextual Information: Nine Minnesota Theaters
The nine artistic directors and the nine theaters represented a continuum of contextual
data from their geographical, demographic, socio-economic, historical, and diverse approaches to
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serving a specific community. When each interviewee introduced themselves, they described
their current position with the contextual details of their leadership role(s). Their formal titles
included artistic director of theater, director of education, executive director, managing director,
founding director, a volunteer, and an opera singer-performer who learned how to be an artistic
director for a youth arts program. The levels of education included undergraduate degrees in
education, master’s degrees in theater, a Master of Fine Arts, an arts administration degree,
and/or a Ph.D. in theater. These organizational leaders and theater artists were from across the
country and globe: Minnesota, New York, and South America. Their collective decades of
experience in theater arts education and practice are approximately 300 years! They represent
diverse individuals who are compassionate organizational leaders. Each leader has developed
and used their immeasurable communication skills. They are committed life-long learners; their
individual and collective voices were a priceless gift for this study.
Eight Common Themes from the Interviewees’ Data
Throughout the contextual background and interviewee’s answers to the five primary
questions, eight common themes emerged from the data. Comparing and contrasting the data
collected showed similarities and differences between the artistic leaders that self-identified their
community-based practice. Despite their individual informal and formal training, common
themes emerged from their leadership style(s) based on the theaters’ vision, mission, and
production goals. Each of the individual artistic directors explained how their investment was
valued by their colleagues and community. The values, goals, and mission of their board of
directors influenced the artistic choices and budget decisions. As such, their unique backgrounds
and personalities embraced collaboration; they stressed how valuable communication was in
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their work with the board of directors, their actors, technicians, and local communities. These
artistic leaders were passionate and resilient in their responses to theater in their community.
Theme One: Disruptions, Financial Realities, and Uncertainties: COVID-19 Realities
The 2020 COVID-19 pandemic disrupted live productions, created immense financial
loss, and unimagined uncertainties for all performances for over a year: no rehearsals, summer
camps and related educational programming could be scheduled. The similarities highlighted
were summed up by the nine interviewees: they were hit hard in 2020 and 2021. The March 2020
shutdown of theaters across the state, country, and world had a major impact on those working in
the live event industry (Nero, 2020). Since the COVID-19 pandemic forced the closure of all
theaters and performing arts venues, their financial hardships reflected loss of income and
unanswered questions about when (and if) it would be safe for audiences to return
(Dilenschneider, 2020; Gordon, 2020; Nero, 2020). The effects of COVID-19 on the live event
industry affected “over 12 million workers here in the United States . . . putting millions of
people out of work and leaving others scrambling to find another way to make ends meet” (Nero,
2020, p. 1).
All nine directors told their individual stories about how the pandemic initially blindsided them in early March. As the weeks passed, re-scheduling of March, April, May, and
summer productions became impossible. When the COVID-19 pandemic worsened in
Minnesota, the United States, and throughout the world, artistic leaders realized all theaters
would be closed until further notice. As one artistic director described 2020-2021:
This is going to be a very interesting year; the board and I need to talk. Pretty soon we
will have auditions [for summer productions]. January [2021]is coming up fast and we do
not know if we even have a season. Right now, the plan is to do the season that we
planned to do this summer [in 2020 for 2021] . . . Even [The Guthrie’s 2020] Christmas
Carol has been canceled and this has never happened.
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The reality of canceling at least a year of productions, throughout Minnesota and beyond,
destroyed the livelihoods of theater workers. Without an audience how could any live venues
survive? During the summer of 2020, the hard reality of the COVID-19 pandemic forced theater
productions, along with all performing arts venues, to cease their live performances. Throughout
the summer of 2020, each of the nine interviewees realized their fall season, and likely beyond,
needed to be canceled. As these leaders talked, they shared their sadness and stories including
how their board of directors’ financial concerns and realities were stressful discussions.
The directors I interviewed shared their own financial realities: the layoffs and indefinite
furloughs for paid staff, office workers, and the unpaid volunteers. Without financial support
from their audiences, the artistic leaders acknowledged their dependence on grants not only
during the pandemic, but also during normal times for daily operations. “Thank goodness for
grants!” was highlighted by the interviewees who acknowledged their dependence on ticket
sales, grants, and community gifts to sustain their community theater.
Theme Two: Reliance on Grants for Sustainability
The financial effects from COVID-19, including the abrupt closing of Minnesota’s
community theaters in March 2020, highlighted their organization’s financial dependence on
state grants to sustain live theater and educational programming. The importance of grant writing
by either the artistic director or the executive and/or managing director during COVID-19
highlighted their dependance on grants for survival. Scrambling every few months for a grant has
kept some live theaters open until 2020. The competitive nature of grants is an ongoing reality
for non-profit organizations. The consensus from the artistic and managing directors was “We
could not exist without grants!”
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Grant writing is a time-consuming job and takes professional expertise in answering
similar questions for each grant application. Some grants are very specific; they are not for
payroll and related expenditures. For example, selected grants are only for contextual needs or a
specific project in a specific theater; there are timelines for spending the grant(s) that must be
considered. Therefore, the language used in grant applications are carefully written. Comparing a
small rural northern Minnesota community theater with a Twin Cities’ community theater
indicated how location and financial needs were different. As stated by one artistic director from
northern Minnesota:
Grants are critical because we have to keep our ticket prices low. We live in a very, very
economically depressed area . . . Fundraising helps us, but we also need to apply for
grants . . . If you don’t have any money coming in, a little theater like ours could just
tank. I am so grateful to all the organizations . . . that have resilience grants . . .
Evaluation is the name of the game [every year].
Likewise, other artistic directors and executive managers may rely on grants to keep their
theater open for business. Another interviewee explained,
What has happened throughout the state is grants. The board of directors is responsible
for writing grants. I mean, we get money from the community, or you get some kind of
barter system going on. I do know that community theaters get community and state
grants to run their theater. These groups usually have one person who has that
responsibility . . .The past couple of years have been great, then all of a sudden COVID
hit us. And I don’t know if they’re going to get back on track.
The role of grants in “normal” times is one reality, but during the pandemic grants are needed to
sustain the business of theater. The director, or another staff member, is always filling out forms
and completing numerous grants every year; one director stated, “it’s a full-time job.” Without
receiving endowments and other financial gifts from individual and business contributions, many
community theaters would close.
I discovered how vital business was not possible during the past few months because the
theaters were closed. Indeed, it is important to have at least one person whose job is to take
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phone calls, read e-mails, and to keep up with business communication or deliveries. Case in
point: contacting artistic directors for this study’s interviewees took several attempts via emails,
phone calls, and multiple snail mail attempts because the theaters were closed. Thus, a “dark”
(closed) theater meant no one attended to their mail, phone calls, and their regular business
operations. Even if grants sustain theater business in normal times, surely the closure of theaters
during the COVID-19 pandemic made sustainability difficult. All interviewees were cognizant of
the challenges of sustaining a non-profit theater.
The State Historic Preservation Office is one organization that funds Minnesota
community theaters. Within some communities there are banks that provide loans and/or donate
funds to their local community theater. Some nonprofit organizations are able to support each
other when they rent their theater spaces, share/rent costumes, and promote each other’s work.
Interviewees shared how difficult decisions were made as COVID-19 disrupted their seasonal
rhythm of productions. Examples of decisions mentioned by the interviewees included financial
choices for paying or letting go of office personal, actors, technicians, and/or lighting designers.
Many theater artists may never return to working in the theater, or any other performing arts
venue. COVID-19 changed how individual artists make ends meet.
Although grant writing is a time consuming and vital sustainability process, theaters
would not survive without them. Moreover, grants also provide stipends for theater professionals
for continuing education that improves individual theatrical skills. The current pandemic is a
reminder of the national urgency that happened during the American Depression in the 1930s;
that is, local, state, and national financial support has kept the arts alive throughout the United
States in good times and bad.
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Theme Three: Community Theaters are Resilient
Resiliency, the ability to bounce back quickly from unforeseen life circumstances (such
as COVID-19 and/or natural disasters) was evident in 2020 and beyond. Disruptions in people’s
livelihoods, along with unexpected jolts to the rhythms of ordinary life, were emphasized by the
interviewees. The artistic directors and/or executive managers realized the COVID-19 reality
was going to be with their communities for an undetermined time. These leaders reframed
creative and innovative substitutions for regular programing. Leaders faced initial shock before
realizing performance venues would be closed indefinitely. The substitutions for live theater
performance were not the same as the real thing; audiences were instructed to stay home.
Transitions were forced and difficult to negotiate. The additional burdens of learning new
technology skills, such as the popular Zoom platform, were stressful and expensive.
The themes of resiliency, recovering strength, artistic passion, and buoyancy in
distressing times were shared with me. As one executive manager said,
“Re-scheduling future productions was a moving target; there were what if’s and the
‘when will we be opening’ questions. There were also unresolved decisions about
whether, or not, to keep the same season of plays for a time in the future.”
The royalties were already paid for a specific play or musical; the projected number of
seats in a specific theater auditorium must be accounted for in the permission license that was
already granted. Participants questioned things such as what happens to the investment of
rehearsals with actors? Stories abound of opening nights and ongoing cancellations were
devastating. “What do we do with a set that is ready to be on stage? And, how comfortable will
people be sitting six feet apart with masks on while viewing the performance?” These examples
were the many questions asked by artistic leaders in mid-March and April 2020.
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Throughout the interviewees’ stories, they shared resiliency and motivation to stay
connected with their communities; they were forced to think “outside of the box.” Examples of
alternatives were small pods for students’ summer camps and for summer enrichment classes as
leaders learned how to do Zoom rehearsals, tech meetings, and radio programming.
Programming through community education was adjusted, along with fewer virtual or livestreaming performances. Then an inner desire and interest in doing something artistic for their
communities evolved after the initial shock of the indefinite closures.
Beginning in May 2020, theater leaders realized the pandemic changed their work and
relationship with their patrons, volunteers, and audiences. Artistic leaders started to rethink how
their theater could move forward with a positive mindset. As new ideas evolved through
conversations and meetings with their board of directors, a paradigm shift occurred from “we
cannot do this” to “we can (must) do something.” Alternative projects benefitted their
community theater and helped to “bring in some income.” The artistic and executive leaders
recognized that “we must do something to rethink or reimagine how to move forward in our
work.” One director shared a quote by Charles Darwin that inspired her community, “It is not the
strongest of the species that survive, nor the most intelligent that survive, but the ones most
responsive to change!” She continued, “We had to be flexible and open-minded [to survive].
Usually, performances are inside the walls of the performing arts center; but now we . . . have
brought the arts to the community” by performing outdoors. The need to connect with family and
friends to share their stories happened when artistic leaders initiated new ways to be socially
distant, but also “together.”
The interviewees shared examples that showed their determination to share dramatic
stories. Radio drama scripts filled the need to collaborate in rehearsals and performance via local
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radio stations to produce summer mysteries; similarly, during the holidays, A Christmas Carol
was produced via Zoom “boxes” of actors performing oral interpretations. Theater artists joined
the 2020 trend for rehearsing on Zoom in individual “boxes” to mixing one-acts and full-length
productions (The Diary of Anne Frank). The interviewees explained how reexamining and
reframing collaborations evolved. Collaborative brainstorming brought a sense of renewed
purpose and creativity to engage in new technical skills with unfamiliar digital platforms. Groups
adjusted to a new-old way of doing theater without a live audience. A rebirth of sorts began to
appear within theaters as leaders explored new ways to be together in community. The
interviewees reassured their communities that even during the pandemic, “we are still here for
you” despite the challenges. The theme was “we cannot be together now, but we will at some
time in the future, reach out to our constituents.”
In summary, the uncertainty for the present state of live theater performances ignited the
creativity of theater artists. They collaborated their work in safe environments for others to
participate in theater activities. The uncertainty of the future for re-opening live theater
performances, as documented by experts Dilenschneider (2020), Fauci (2020), and Osterholm
(2020), depended on how and when audiences would feel safe sitting close to others in
auditoriums and theaters. The question, when will I/we get the two doses of the vaccine, was
more than rhetorical. Importantly, community theaters and theaters in communities were resilient
as they collaboratively worked toward meeting the needs of their staff, volunteers, and patrons
during and after COVID-19.
Theme Four: Commitment to Educational and Community Outreach
The fourth theme is aligned with each of the themes discussed thus far. The interviewees’
commitment to educational and community outreach continued during COVID-19; but, with the
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required stay-well adjustments. Unpredictable budgets from canceled performances, along with
fewer students enrolled in summer classes or camps, continued to force tough financial choices.
Throughout the interviews, I heard stories of resiliency because leaders had to adjust from past
practices to a pandemic normal. Theater practitioners had to adjust, plan, and change how the
work was done; but they were still committed to their investment in educational and community
outreach.
Educational outreach was based on the size, budget, and location of the community
theater. The artistic director may also be the educational director who plans and teaches multigenerational students. Indeed, conversations about budgeting, the organizational, procedural,
staffing, and specific course offerings were ongoing as leaders scaled back to accommodate the
COVID-19 safety requirements. The “we are still here” message supported their community in
good times and in bad times. For instance, a range of beginning to advanced offerings were listed
for all ages of students interested in acting skills, how to audition, how to develop a character,
and/or were eager to learn technical skills. Consequently, the theater’s outreach into their
community was contextually designed as a continuum of varied opportunities for the youngest to
the oldest learners. Multigenerational offerings were similar; but they depended upon the
available teaching and artistic staff. Community outreach provided multigenerational
opportunities for actors, designers, costumers, voice, and/or dance instruction. Of course, the
levels of experience and training provided depended upon their contextual situation and staff
availability. Community outreach and educational opportunities have sustained theater activity
not only for one production or event, but also for future generations.
The director’s choice of a production script is challenging. They read hundreds of scripts
throughout the year for the next season; the practice is to expect the board of directors to read
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many scripts so the decision discussions are seasonally fruitful. The reading of scripts, either by
the board of directors and/or multigenerational students, creates interest and builds ongoing trust
and relationships that support a theater’s artistic work. Proposing a specific script and/or musical
is a serious business decision with budget ramifications. One artistic director stated: “I love to
choose plays that have multigenerational characters from different walks of life, socio-economic
diversity, or power diversity. You have to attract young people; you have to have young people
in your place” to energize and to build interest in your theater’s work.
Local community partnerships are not limited to those located nearby. Outreach to other
theaters and/or local organizations builds relationships. Beyond sharing spaces for their
rehearsals and performances, the artistic leaders may also rent or purchase props, costumes,
lighting equipment, and/or set pieces from other theaters throughout Minnesota. Networking or
outreach between Minnesota’s theater organizations are part of the culture for the Minnesota
Association of Community Theater (MACT) and the Minnesota Theater Alliance (MTA). This is
a way to sustain theater performances by involving the larger community. Networking for
directors, actors, educators, designers, etc. is an important practice for theater groups since
popular plays and/or musicals (i.e., Beauty and the Beast, Shrek, or Simon’s comedies) can
share, rent, or purchase set pieces and/or costumes from other community theater groups.
Local partnerships include season sponsors such as local businesses, corporate financial
support, neighborhood banks, cleaners, grocery stores, hardware and lumber companies, secondhand merchants, and media outlets. Since volunteers often work in their own community, or have
children or friends in the community productions, these relationships are positioned to support
their local theater community. Support for community theater provides mutual benefits for both
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artistic and business relationships for its leadership, board of directors, volunteers, and local
patrons.
Depending upon the mission and vision of a specific community theater, intentional
outreach means taking a theme-based production off-site to provide educational and/or
entertainment for those who are unable to go to the theater. As one of the artistic directors stated,
We go to audiences in correctional facilities, to immigrants’ centers, juvenile detention
centers. I remember a correctional facility that we went to recently. And a gentleman
said, “You know, this is the first play I’ve seen in my life. Now I can say I have seen a
play” . . . Economics has a lot to do with theater and access, a lot of our performances are
free in community settings where people don’t have access to theater.
Depending upon staffing there may be a person who is the outreach partner liaison. As one
artistic director noted, “it takes time to build a reputation and to build relationships and there are
some venues where we go every tour because we consider it to be very important connection.”
Throughout the interviews numerous examples for connecting and collaborating were
described. A final example is from an artistic director who is also the director of education.
When you’re talking about practices and approaches, I collaborate and creatively support
community education. Since I’m also the director of education I spend a lot of time
designing and implementing the summer education that we offer for our students. I also
design education for all of the adults. My goal is to always provide people with
something that they can use in what I call practical application.
The interviewees focused on the practices they utilized to collaborate with their
educational offerings in their own theater space(s) or in the public schools’ community education
programming. Strategies for how artistic directors engaged with multi-generations in their
community were innovative while also being socially conscious of the need for equitable
opportunities. Lastly, the significance of local and collaborative partnerships does support and
build relationships that reach mutual and beneficial communication.
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Theme Five: Commitment to Equity and Social Justice (DEI, BLM, BIPOC)
In Chapter One, I included Elena Aguilar’s (2013) definition of equity as applied in
educational and community settings. Leaders begin their work with an understanding that
supports each person’s needs so they can reach their individual potential. As Aguilar (2013)
stated, “Equity is about outcomes and experiences for every child [person], every day” (p. 2).
Grounded in Aguilar’s definition of equity, the following statement from an artistic director, who
is also an executive manager, provided insights into 21st century theater leadership.
Theater began with representation as stories were told. I believe equity begins when
instead of fitting that story in those [marginalized] artists into the White Western regional
[community] theater producing model, we learn from them and put them into different
voices at the leadership table so that we can change practices in a way that just makes
everything healthier and more artistically satisfying. Equity to me is the equal giving
space and time for those artists as leaders for hearing what kinds of stories they want
to perform in and/or direct; leadership is part of equity.
Americans have struggled with social inequity rooted in our nation’s history of systemic
racism (Eligon et al., 2020). Within the context of this study, artistic leaders shared numerous
stories about their work in specific communities. They described their experiences and
recognized their direct and/or indirect support for Black Lives Matter (BLM). With respect to the
Black Lives Matter movement, the following definition informed this study:
Black Lives Matter (BLM), international social movement, formed in the United States in
2013, dedicated to fighting racism and anti-Black violence, especially in the form of
police brutality. The name Black Lives Matter signals condemnation of the unjust killings
of Black people by police (Black people are far more likely to be killed by police in the
United States than white people) and the demand that society value the lives and
humanity of Black people as much as it values the lives and humanity of white people.
BLM activists have held large and influential protests in cities across the United States as
well as internationally. A decentralized grassroots movement, Black Lives Matter is led
by activists in local chapters who organize their own campaigns and programs. (“BlackLives-Matter,” n.d.)
As stated by the Support Minneapolis Protesters Neighborhood Funders Group (NFG),
“Black Lives Matter Minneapolis is a group of Black and allied organizers in Minneapolis,
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Minn. working in solidarity with the national Black Lives Matter movement.” Along with
supporting local chapters, Black Lives Matter programs support Black writers and artists. The
Minnesota theaters in this study used the acronyms for diversity, equity, and inclusion (DEI),
Black Lives Matter (BLM), and/or Black, Indigenous, and People of Color (BIPOC) on their
individual organization’s website; the organizations’ mission and vision language showed
solidarity for inclusivity.
The socio-economic injustices in American society are real; the COVID-19 pandemic has
shown people of color are more likely to die from this disease than white Americans. The
interviewees shared how they approached diversity, equity, and inclusion in their own context.
One interviewee described how their theater’s location in rural northern Minnesota
contextualized Black Lives Matter: “BLM is not important to us.” This is a “gnarly problem” as
stated by another interviewee. These comments may indicate their local community’s attitudes,
deep prejudices, feelings toward BIPOC, and their uncomfortable feelings, bias, or questions
related to people of color. An assumption is in these contextual situations people avoid
uncomfortable conversations about race because of our nation’s history of systemic racism
(Acho, 2020; Shin, 2016). How do we talk about that? Where do we begin? According to the
U.S. Census Bureau (2000), “the racial makeup of the [northern] county was 94.64% White,
0.16% Black or African American, 3.40% Native American, 0.27% Asian, 0.02% Pacific
Islander, 0.16% from other races, and 1.34% from two or more races.”
Editor Sun Yung Shin’s (2016) publication of A Good Time for the Truth: Race in
Minnesota included individual authors whose call was “for us to listen and learn about one
another’s real lives in Minnesota” (p. 3). Minnesota’s people of color population are “the fastest
growing segment of Minnesota’s population. But is Minnesota a state that understands ‘race’?”
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(Shin, 2016, p. 3). At this point in time, the answer is there is an awareness of racism in
Minnesota. The ongoing COVID-19 pandemic and the 2021Derek Chauvin trial in Minneapolis
brings daily news and ongoing social issues for Americans to face. There are many unanswered
questions. However, there are available resources that support uncomfortable conversations
structured to begin this work (Acho, 2020; Pollock, 2008). My recommendations are presented in
Chapter Five for this important reconciliation step.
In contrast, the artistic leaders in the Metro Area may be more socially conscious of the
diversity of culture and race since daily interactions with people of color is more familiar in their
personal and professional lives. There are still racial tensions; however, there is a growing social
consciousness in Minnesota to lead in our nation’s healing from systemic racism. As Shin (2016)
explained, her anthology “begins to answer” and shared her belief that Minnesotans are “one
wave in a larger movement toward equality” (p. 3).
The location of the community theaters throughout Minnesota influenced the directors’
play selection, casting, and their interest (or lack thereof) for entertainment that focused on social
justice and racial equity work. Selling tickets and audience appeal were the motivating factors in
play selection. The interviewees’ answers to how they supported the advancement of equity
reflected their actions in relationship to their local demographics. Stories were shared that
illustrated the directors’ commitment to draw audiences into their theater by producing wellknown or popular musicals for financial sustainability. Financial sustainability was the bottom
line; thus, the leaders reviewed potential scripts that may support BIPOC casting, themes, and
stories. To summarize, the decisions between the artistic leadership and their board of directors
were influenced by the theater’s budget and their situational context.
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The interviewees stated their reality. From the interviewees, I heard perspectives about
ongoing stereotypical and generalized observations related to DEI. The interviewees’ responses
to my question, “how do you define equity related to race, culture, age, social, economic, and
self-identify,” ranged from their feeling uncomfortable, committed, or “that’s a gnarly problem.”
The plays selected and demographics of their own community influenced the directors’ choices
and the support (or not) from the board of directors. In one northern Minnesota county, three
Native American or Indigenous Reservations were founded and continue to live in this
community. In one southern Minnesota county, the demographics showed there are more
Hispanics; and, in another area Asian-Americans. Similar and contrasting viewpoints throughout
communities indicated inconsistencies, or opposing viewpoints, regarding the degree of racism
that was tolerable in their theater productions. Or, as one artistic director explained,
During the Black Lives Matter protests starting in late May, many theaters took a step
back and looked at their institutions. We had to look at our own racial, sexual, and justice
practices . . . [Our] board of directors came up with a whole proclamation . . . this is what
we tolerate, and this is what we don’t . . . I think . . . theaters got a wake-up call. I
realized that there was nothing being said. It was a culture that was not sustainable, given
the issues that were going on.
While the interviewees said their theater was committed to diversity, inclusivity, and
equity, the work needed to achieve this goal was a challenge. Directors, along with their board of
directors, reflected upon what policies, actions, and/or procedures they could agree upon in their
own theater community. Another artistic leader voiced how their community theater approached
DEI:
Purposefully including stories and voices of marginalized peoples and purposefully
casting diverse artists to represent the stories we share are some of the ways in which our
commitment has and will continue to be lived. We also understand that support and
commitment are not enough. Growth requires reflection. For honest reflection, it is
important that the correct stakeholders be involved in the process. We will take the
opportunity to examine our policies and procedures to ensure our staff, artists, and
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patrons are respected and supported . . . To our community of Black, Indigenous, and
People of Color, [we are] committed to the fight against racism.
The interviewees shared similarities and differences between specific actions, their philosophy,
and their theater’s vision and mission related to inclusion, diversity, equity, and access (IDEA).
The population in one community was 123; a village where “people here really wouldn’t look to
the theater for organization around that [BLM] . . . It just does not touch us . . . It’s important
that you train up your audiences to be broad-minded and compassionate.” The demographics,
economy, and the directors’ willingness to try nuanced work was influenced by the community
in which their theater produced for their audiences.
Another artistic director, whose production schedule begins in December instead of
September, explained how the availability of the mine shift workers limited their availability for
evening rehearsals and performances: “It limits our ability to put together a work crew for
anything within the theater or for rehearsals. . . When I was living in the [Twin Cities]
you’ll always find somebody who is available.” This interviewee highlighted how a
community’s location and its socioeconomics drives what is artistically possible.
The interviewees living in rural areas were faced with casting BIPOC and the limitations
within their community’s population. As one director explained, it is frustrating to provide
opportunities for people of color and then no BIPOC audition. Avoiding the issue of race in this
situation cannot be denied as there are deep wounds from systemic racism that have separated
people. Perhaps, BIPOC people are not welcomed in this community theater. Emmanual Acho
(2020) offered in his book Uncomfortable Conversations with A Black Man how to reverse
racism by shifting the narrative to learning how to be ally. Developing trust and relationships
first is part of the solution, along with being open to leaders who have the skills to navigate the
challenges.
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The reality is race in Minnesota is not a new challenge as the editor Sun Yung Shin’s
(2016) A Good Time for the Truth revealed. Consequently, the on-boarding of new BIPOC talent
and inclusive actors is challenging for some artistic directors. This statement from one of the
interviewees is familiar from their context and location: “If there are no people of color in your
community it does not make sense to produce that play.” Therefore, if no person of color is
likely to audition, then the director must decide how a specific role can be cast with integrity, or
the show must be canceled. Another director noted, “We have to be flexible because we have a
very limited people to select from for the various jobs from actors, technicians, and our
administration. Some shows I can’t cast because I can’t get enough people.” In comparison,
these observations may be indicative of rural communities; however, this issue is not only seen
in smaller towns, but also in diverse and more populated communities.
The artistic directors were experienced and had years of training in undergraduate,
graduate, and continuing education. They shared their contextual challenges for supporting
diversity, equity, and inclusion. The limitation or challenge experienced by two artistic leaders
was not having Black and Native American actors’ audition; the show was canceled. The
directors’ enthusiasm for inclusive and diverse talent did not change their commitment to
BIPOC; however, they were interested in how they might invite and bring diversity into their
community theater. The data collected from the interviews indicated the desire and passion for
learning how to incorporate and stage social justice issues.
On January 26, 2021, I attended the American Association of Community Theatre
webinar Roundtable: BIPOC Leadership in Community Theatre in which BIPOC artistic
directors, arts administrators, educators, and performers from across the nation addressed how
theater artists can move forward. This webinar informed me about the possibilities for answering
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the questions from the interviewees. The interviewees’ comments were (1) “how do I (as the
artistic director) do this work?” (2) “I need help and support,” and (3) “where do I/we begin?” As
one interviewee concluded, the challenges related to DEI, racism, social justice, and gender are
social issues that challenge theater artists. The experiences of the nine interviewees who have
already navigated the realities of systemic racism in their work prompted me to look further into
how we/they can work actively toward BIPOC in their locale contexts. In summary, the
interviewees revealed how local demographics and community identities influenced their artistic
choices and collaborations.
Theme Six: Leadership Titles Differ Depending on Theater Location and Budget
Distinguishing characteristics between the nine theaters and their artistic leadership titles
and roles showed a shift from the earliest titles of directors in American theater. In Chapter Two,
I reviewed the historical origins of theater directors who were often the lead actor(s) and/or stage
managers who provided their theater’s structure, training, and sustainability. The changing
leadership roles and their titles evolved throughout the 20th and into the 21st century. The
interviewees’ self-descriptions and self-identity as the artistic leader in their community theater,
or theater community, focused on similar responsibilities that spanned their practice in amateur,
semi-professional, and professional equity theater. In 21st century community theater, there are
paid artistic professionals who work alongside many community volunteers who do not get paid.
Broadly speaking, producing quality theater work requires similar frameworks and collaboration
between artists. As one artistic director stated, “We are in the community. We do theater for the
community. But we don’t have that label of ‘community theater’ which is specific.” This
distinction is important because there are many community theaters that produce outstanding and
professional-like performances; however, there are also theater groups that sustain a myth: all

136
amateur theater is poor theater. That is why professional and semi-professional groups are
insulted when they are compared with community theater; they want to distance themselves from
sloppy amateur theater groups! This is a sensitive issue with theater professionals. In fact,
Langley (1974) stated, as I noted in my literature review, amateur theater is a “celebration of
life” that “may justify an amateur group” (p. 14). The conversation with this artistic director was
significant for supporting amateur groups even if the end project was less than expected: the
humanitarian benefits in community are more important. With this insight, the broadest
definition of an artistic director, is “to serve audiences and to serve the community, to inspire
human beings, and to bring people together and collaborate in great art making. . . I’ve always
had this idea of artistic service for the greater good.” This is an honorable gift to humanity.
Along with organizational similarities between the community theaters, the leadership
titles were based on the theaters’ location, budget, and needs. I discovered the artistic, and/or
executive leadership titles, were associated with either one person or two people who had similar
job assignments. For example, in rural areas the artistic directors made the play selections,
production schedules, the theater’s budget and business, and its community outreach. Depending
upon the expectations of the artistic director, the volunteer board members may or may not be
engaged with the production details. However, in a larger city and/or in the Metro Area, the
artistic director worked collaboratively with the director of education (or was also the director of
education), and the executive manager. The interviewees were highly trained, have worked in
and on theater productions for most of their lives from childhood and into retirement; it was and
is their life-long calling. There were more similarities than differences from the interviewees.
Their similarities included the importance of on-boarding new cast members and technical
teams, along with non-negotiable expectations for “how we work here as collaborative artists.”
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The “we” and “here” theme extended to every aspect of community theater: how do we do
rehearsals, how do we resolve conflicts, and how do we work through a crisis together? Their
organizational, management, and ethical leadership practices were expected standards for artistic
collaborations in “our” community theater.
Directors shared how interpersonal communication and trusting relationships based on
integrity were valued over petty disagreements. The interviewees shared their established
procedures and the importance of setting limits or boundaries for each week of rehearsals
beginning with pre-production visioning, budgets, self-care (vocal and physical rest), and
sticking to deadlines for the mutual goal of all (opening night). The artistic leader needs to be
flexible and modify the deadlines according to the budget and/or unforeseen problems. The goal
is to keep moving toward opening night; this is where theater management skills and problemsolving skills are needed. More than one interviewee stated, “Do not go over the budget!”
Another artistic director concluded, “celebrating our successes is important. Beginning strong
and celebrating our successes on opening night and after strike are norms in our community.”
Theater collaborations build strong bonds between individuals. The individual’s identification
with a specific group and its performances created a sense of belonging for something larger than
themselves.
Throughout the interviews, the artistic and/or executive leaders shared considerable
experience, training, and knowledge. They stressed artistic directors must prepare for leading
every aspect of theater production. Directors need to understand how to run the business of a
theater company, how to organize and teach continuing education for diverse and
multigenerational students, how to coordinate collaborative abilities and projects, and must
possess exceptional people skills (communication and empathy). Being flexible, creative, and
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resilient are sought after skills for theater leadership. Whether the title is artistic director,
executive manager, or executive director, this leader must have passion, integrity, patience,
empathy, energy, and have the physical and emotional endurance for long rehearsals.
Community theater leadership is a complex and challenging position. The monetary
rewards are limited in this competitive field. The artistic leader must align themselves with the
organization’s mission, vision, values, and practice the non-negotiable boundaries for the benefit
and service to others. Even though leadership titles may be dependent upon the theater’s location
and budget, the expectations, and responsibilities for producing live performances for audiences
are similar and at times intensely demanding.
Theme Seven: Benefits of Community Theater
Benefits have resulted from building an artistic community. The collaborative actions of
community theater leaders have contributed positively to the community served. The board of
directors and their artistic leadership collaborates on the goals, mission, and vision for a specific
community. Seeking the common good for everyone improves individual’s self-identity and their
sense of belonging. The volunteers, audiences, and businesses that invest in their community
theater expect mutual respect. Collaboration in the theater’s mission and vision focuses on
community development and positive improvements. The interviewees were asked these
questions: (1) What benefits have resulted from building your artistic community? And (2) what
have audiences gained from seeing productions and/or participating in them? As stated by one
artistic director:
Each audience takes the work from their own filter and from their own perspective.
The fact that we can uplift sometimes, teach sometimes, and invite people to worlds that
might not be familiar to them can open people’s minds and open people’s hearts
too. I think theater is powerful to invite people into their artistic self. If we can tap into
that creativity and reflect that back to them, we can help them be more deeply human,
more creative, more flexible, and more open minded to benefit the whole of the world.
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The human benefits from building an artistic community support people’s engagement with
theater arts, dramatic storytelling, and cultures that enrich, educate, and entertain. Performers
understand how their presence on stage communicates belonging: we are here together sharing
this sacred time together. One director noted, “I’m amazed how many want to be just an extra to
be onstage now and then.” The sense of belonging is beneficial and inclusive.
Artistic directors who work alongside their board of directors read many scripts each year
to decide each production in their season. The leaders determine through lengthy discussions
“the merits of each show. What is doable, what is not doable.” These are important decisions
“that go with running a theater.” One of the interviewee’s described how they brought live
theater performances to students who probably would never have stepped foot in a theater.
Kids whose parents probably never take them to the theater get to come to
a show every year because their teachers take them on a field trip for them to
experience live theater. Most kids don’t get that experience. I think that’s a great
benefit. We provide scholarships for our families who wouldn’t be able to afford our
classes. We want everybody to be included and want theater to be open to everybody.
To this end, artistic directors across Minnesota have committed to bringing live theater to
children and youth; they support sharing live theater performances because this experience
contributes to their emotional and social growth. One goal is to teach children that adults want
them to share and understand why we value inclusivity, diversity, and equity for their lives.
A director living in a “tiny town with only 400 people” shared her thoughts on the
benefits for people in her own community theater. She stated, “We’ve had adults come to plays
and be moved. People who have never seen a live theater performance. This was their first live
performance ever. The theater is good for people.” This director noted theater brings generations
together. Retirees have discovered new energy, skills, and direction by getting involved in
community theater. Retirees “have found themselves enriched. They have taken on new skills
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they’ve never had before. [One project included] 25 youngsters with the rest of the oldsters. A
real community uniting sort of event; a benefit for everyone involved.” Volunteers in this
community now have a home and a purpose they did not have before their involvement in
community theater. In this case, retirees and carpenters worked on projects ranging from
building sets and props, while others worked on their acting skills. Tangible and intangible
benefits from being in a welcoming community is a positive benefit. Essentially theater arts
support the human need for community and connection.
Another experienced director and administrator shared the benefits from building their
artistic community, along with the mental health risks from too much time on Zoom.
I think the one benefit automatically is that sense of shared purpose and understanding so
that the improvisational nature of collaboration gets easier within a community of artists.
Too much time on Zoom creates isolation. People’s mental health is compromised with
the realities of COVID. Our humanity is not getting validated these days. We are
attempting to adjust to a lifestyle that is the opposite of our human nature to be in groups
and social interactions.
Fundamentally, the nine interviewees had similar statements and valued the contributions made
by their theater communities. More than one interviewee stated how essential their work was
during COVID-19 because we needed social and artistic breaks from too much isolation.
Community theaters have always reached out to serve their audiences. During COVID19 we needed to “be visible and open to options for reminding the community that we were still
there and connecting with the audience in unconventional methods.” Theater entertainment and
education have always been part of people’s lives across Minnesota. As one of the artistic
directors said, “We need entertainment for relaxation and connection.” We need to share stories
about our daily lives that build personal and collective self-confidence.
Another interviewee, working in community theater for youth, shared how her artistic
and educational leadership provided a summer acting camp where small groups practiced social
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distancing and wore masks. This director provided a safe place where dialogue between
multiracial youth was encouraged; they also had conversations on BIPOC and casting people of
color. The relationships and conversations continued throughout their initial summer camp. After
this summer camp, the small group continued to develop trusting relationships where courageous
conversations about race in theater and beyond ensued. Uncomfortable conversations
surrounding equity, inclusion, and diversity were powerful interventions for youth who are the
future of our nation. Generational bridges that support DEI conversations in safe places benefits
present and future generations of theater artists.
Theme Eight: Advice Statements from Artistic Directors in the Field
The final question I asked the artistic leaders was designed to enrich future artistic
directors in their community theater practice. Each interviewee shared their personal journey of
becoming an artistic director, executive manager, or an executive director before sharing their
advice for future theater leaders. The answers ranged in tone from being serious to this authentic
comment: “Don’t tell your parents if you are considering a career as a theater artist and director!
Your annual income is going to be considerably less than your classmates, so beware.” While
this is often true, the interviewees provided advice statements that honor theater artists and their
service to communities. The following advice statements were selected from the nine
interviewees. Essential advice statements from other interviewees are in Appendix F.
The big piece of advice for those considering to be an executive director is to respect and
understand the audience. Then if you are a director of a project, versus an artistic director
of the company, you have to really understand what’s the impact. We’re trying to have a
relationship with the audience . . . [Secondly], it is important to have cultural competency
and just seek out others. Theatre is the art of empathy and the art of walking in another’s
shoes . . . It takes a specific training in theater programs to get a sense of how to work
across cultures . . . I think a specific cultural and racial competency is important now.
The following interviewee stressed the importance of collaboration.
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Collaboration is the key; the director must know enough about how their work gets done
without being able to do it themselves. Interpersonal communication is key to a
successful collaboration. You can have this great design concept with a designer [before
you know the budget] . . . But if you’re not smart enough working with the people who
know what those numbers mean, it could get tense close to performance. The other
scenario is when the director or the designers do not keep track of the expenses and
purchase more than was originally planned . . . So, another piece of advice is to get some
working knowledge of how to collaborate the artistic vision with the set designers and its
builders.
This advice showed how being a successful theater artist includes being mindful of what is
possible that supports the director’s artistic vision within the available financial boundaries.
Another interviewee voiced the connection between the artistic director’s work as a
servant leader: “you have to have a certain generosity of spirit in a spirit of service” to others.
Servant leadership and its principles are based in the seminal work of Burns (1978) and
Greenleaf (1970, 2003). Transformational leadership supports transformational learning. As
such, “You have to know about the arts, . . . about the administration and management of people
[and your] resources.” Another interviewee told me she had spent a lifetime in theater arts from
her childhood to the present; she was the founder and artistic director of a community theater in
rural Minnesota. This artistic director explained how important it is for theater artists to support
one another and their organizations: “We are competing for the same orchestra, the same
audience and the same actors. We must remember who and where we are. I have found how
beneficial it is to support artists.”
The nine interviewees gave me honest and realistic feedback for those considering a
career in theater arts and for those interested in becoming an artistic director and/or an executive
director-manager. Their experience in the field represented at least 300 years! They provided
realistic advice for newcomers to American theater practice in rural communities, towns, and
cities. The findings from my interviews illustrated the benefits of flexibility in their leadership
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career from being mentored students to their present leadership role(s). Despite the current 20202021 challenges, these directors showed determination to lead their organizations in the best of
times and in the worst of times. Their collaborative work in community theater sustained theater
activities for their specific community. As one of the artistic directors concluded, “Almost
everyone at the theater does it for love [of the art] because they can’t help themselves. They have
the talent to do it and they love to do the work.” To this end, these leaders have served
Minnesota communities for years with their energy and passion in their artistic collaborations.
These theater artists have shared our human stories through dramatic storytelling in theatrical
creativity that has enlightened and enriched our lives.
Conclusion
In summary, I identified eight themes from the interview data collected from nine artistic
directors, executive directors, and/or executive managers working in Minnesota’s community
theaters. The first theme examined the disruptions, financial reality, and the uncertainty in
producing theater productions and related programming during the 2020 COVID-19 pandemic.
The second theme addressed the urgency and reliance upon grants community theaters depend
upon to sustain their work. The third theme, community theaters are resilient, discussed how and
in what ways artistic directors and organizational leaders collaborated and moved forward with
their creative work specifically during COVID-19. The fourth theme showed community theaters
leaders’ commitment to education and multigenerational outreach has kept theater alive in small
towns and large cities that enrich people’s lives. The fifth theme provided hope from community
theater organizations in their ongoing commitment to equity, inclusivity, and social justice. The
sixth theme explored the expanding leadership titles of the artistic director that depends upon
theater size, location, and budget in a specific community context. The seventh theme examined

144
the benefits of community theater when the artistic director worked with other leaders; they
contributed to the present and future of artistic performances as well as educational outreach.
The eighth theme provided advice statements from the artistic leaders who have worked in
theater communities for decades; collectively their wisdom for future artistic directors, executive
managers, and executive directors showed their resiliency, passion, and expertise in the field of
theater arts.
Chapter Four provided an overview and individual perspectives from the artistic leaders
currently working in Minnesota community theater. In Chapter Five, the study is further
interpreted as I conclude and share my recommendations for further practice and study. The
three research questions, introduced in Chapter One, were answered from the research findings
and from the nine interviewees’ responses.
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CHAPTER FIVE: DISCUSSION AND RECOMMENDATIONS
Purpose and Preview of Chapter Five
Chapter Five provides a discussion that focuses on my research findings and their
relationship to the research questions. The implications for practice, policy, and future
scholarship are critiqued and assessed. What remains may be unanswered questions, especially
as the COVID-19 pandemic continues to impact Minnesota community theaters. Social
distancing restrictions continue to influence how and when community theaters can safely
reopen. Artistic directors and their board of directors are working within the CDC guidelines and
still follow the Stay Safe MN recommendations from Governor Walz. Currently, the future of
live theater is uncertain; thus, facing challenges is the reality for theater artists and others
working in the live event industry (Nero, 2020). In future research, the field of theater arts
education, lifelong learning, performance, and arts leadership will reflect the times and stories of
how the coronavirus changed the way we worked and played in our communities.
I reviewed the findings of the study based on the responses from the nine interviewees.
This interview data integrates and intersects with the three research questions. The responses to
the five primary questions from the artistic directors, executive directors, executive managers,
and my scholarly research offers recommendations for this study. Suggestions for the practice,
policies, and recommendations that support Minnesota’s network of community theaters, during
COVID-19 and into the future, are presented in the following sections.
Three Research Questions: Artistic Directors Contribute to
Transformational Growth
The following section summarizes the responses to the three research questions
introduced in Chapter One: (1) How, if at all, do artistic directors of community theater view
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their work as supporting the advancement of equity and community education in their theater
company?; (2) What are the artistic director’s leadership practices, artistic choices, and
intentional relationship building activities and/or strategies that support the advancement of
equity and education in their community theater?; and (3) How does the work of the artistic
directors’ collaborations and creativity support community education/lifelong education? The
five primary questions and 12 sub-questions were answered by the nine volunteer interviewees
during their individual interview (see Appendix D). The collected data illuminated real life
experiences; these leaders were generous in sharing their experiences, wisdom, and commitment
to theater arts in Minnesota. They have worked to serve multicultural and multigenerational
communities throughout their practice. The depth and scope of the interviewee’s stories
represented their contributions to a specific community.
Transformational challenges included personal journeys: a death in the family, working
through an illness, a transformational role as an actor, and/or personal and professional growth.
The directors’ stories were passionate examples of the nature of transformational growth for
individuals and in their collaborative work with company members. Their artistic leadership,
academic knowledge, directing experience, and commitment to continuing education in theater
practice and leadership showed professional efficacy. The nine interviewees shared how they
built bridges in their own contextual situation. During a specific production, the artistic leaders
were influential, nurturing, and committed to equity and social justice issues. As leaders they
were future-oriented and embraced newcomers into their theater community.
Research Question One: Supporting Equity and Community Education
One of the artistic directors responded to the issue of diversity and actors of color: “We
have been trying to create a season that is equitable to everyone, or equal to, who wants to taste
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diversity in the context of community theater.” The artistic leaders were cognizant of their
seasonal responsibilities to provide equitable opportunities in producing creative work and
educational offerings for part of the year and/or throughout the entire year.
The artistic leaders supported opportunities for multicultural and multigenerational
diversity and inclusion. To this end, the artistic leaders and their board of directors were
committed to serving the needs of their community theater. Depending upon the size of the
theater community, the availability of qualified teachers, the numbers of students (all ages), and
varied budgets, the nine theaters offered what was possible in their situational context. Therefore,
equitable opportunities were available; however, the artistic leaders recognized the realistic
difficulties for attracting people of color for specific roles because the community’s
demographics were predominately white. The artistic leaders expressed how important building
and nurturing relationships were for their collaborative and community work. COVID-19 has
disrupted their production schedules, their budgets, educational programming, and fundraising
expectations. As this study is completed the theaters remain closed.
Research Question Two: Leadership Practices, Artistic Choices, and Relationship Building
The responses to my second research question were creative possibilities that supported
their theaters’ mission, goals, and/or value statements. I saw on the theaters’ websites the
diligence and attention to detail for supporting the advancement of equity in their educational
offerings for children, youth, and adults. This statement from one of the artistic directors
reflected the value of performances during the school day for bringing families together: “Our
founder is big on having multigenerational casts (parents, children, grandparents). So, it is a
family-oriented place [where] their families get to do these things together. Families come and
see the shows.” The theater budgets drove the number of plays and/or musicals produced each
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season. Their budgets also influenced community outreach and course offerings including
summer camps and multigenerational classes.
The artistic directors provided examples from their pre-COVID-19 opportunities to their
current offerings during the pandemic. The interviewees stated how minority populations were
underserved; the aspiration was to build bridges of support by intentional invitations for
inclusion. According to Eligon et al. (2020), after the murder of George Floyd on May 25 in
Minneapolis, we were “a nation on the brink.” Artistic directors and their board of directors
posted on their websites a response to Floyd’s murder: they were in solidarity with the Black
Lives Matter movement now and into the future. The examples shared by the interviewees
indicated their commitment for building and sustaining DEI relationships throughout their
educational outreach and production work. The artistic directors voiced that artistic
collaborations were more challenging in today’s social climate. More than one director stated,
“We need help in our communities. How do we do that?” In my recommendation section, I have
provided resources that support the artistic leaders who are looking for resources and contacts to
engage in the communities’ anti-racism work.
Throughout the months of COVID-19, the landscape changed the way audiences viewed
performances. The interviewees shared how they applied old and new approaches for sharing
performances with social distancing and masks. Interviewees’ examples included performances
on showboats, pontoons, in streets for outside square dancing, readers’ theater, radio shows, and
summer classes for all ages with appropriate pandemic restrictions. Multigenerational activities
were “drive-in movie” nights for parents and their children, along with activities that included
grandparents, neighbors, and guests. One artistic director stated, we are the ones who bring an
“ensemble of individual artists [together] for the good of the theater we are all involved in.”
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Artistic and executive leaders expressed their frustration after their aggressive publicity
campaigns for summer events; they were frustrated that their wide-reaching invitations were not
as well received as expected. Even several free events did not bring people to their outside
performances. As one director observed, there are continuing “social and economic barriers that
hurt our attendance.” Building bridges between people is difficult; there are no easy solutions for
bringing people to theater performances in normal times, let alone during a world pandemic.
Artistic leaders are invested in who goes to the theater and how they can reach out to individuals
and their communities.
Research Question Three: Support for Community Education and Lifelong Education
The responses to my third research question focused on generational and transformational
learning throughout people’s lives. Active transformation and transformational experiences
resonated with the interviewees. I heard heart-warming stories from artistic leaders who changed
individuals for good, especially when they worked with someone who was living through a
difficult experience or crisis. Caring directors provided safe spaces (zones) and interpersonal
trust between individuals who were open to personal and/or professional growth and support.
One interviewee from an established community explained how their collaborations and
outreach have built generational loyalty. She noted sustaining loyalty from one generation to the
next is often from the people who have contributed, been inspired, and/or still support this
theater; this is a “remarkable achievement.” Decades after their experiences in this Twin Cities
community theater the beat goes on: “There are definitely generations of volunteers on stage and
backstage and it’s just wonderful to see them back. I’m really passionate about bringing theater
to the community, either in an educational setting, or on stage and in performance.”
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After examining the interviewee transcripts and their community theaters, I concluded
leadership practice and compassionate empathy support transformational growth. Artistic leaders
and managers have applied their extensive training, education, and experience into their artistic
and leadership responsibilities. The creative leaders were committed to equity, diversity, and
inclusion within their organizational culture to provide a safe place for learning, healing, and
artistic self-expression.
Artistic Leaders’ Interview Data Reveals Thematical Results:
Discussion and Summary
I discovered an unexpected silver lining from my pre-planned interviewing protocol.
Originally, I planned to drive to the interviewees’ theater sites in the Twin Cities Metro Area. As
a result of the COVID-19 pandemic, starting with an early March 2020 shutdown of schools,
colleges, universities, businesses, and performing arts venues, I realized I had to extend the
boundaries of this study to outstate Minnesota. This was a learning curve for me since I have not
visited community theaters beyond the Twin Cities Metro Area. I know the directors’ interviews
from locations that included villages, towns, and cities across Minnesota made this study
stronger and richer in details. The scope of the data collected was broader than expected and the
extensive leadership experiences and narratives enriched this study. The interviews were lengthy,
ranging from an average of 60 minutes to one interview that was 90 minutes. The shared
experiential narratives from the interviewees created vivid pictures, rich themes, and viewpoints
that may not have surfaced if I had remained within the Twin Cities Metro Area. For one thing,
with COVID-19, the accessibility of the Twin Cities Area theaters was more challenging than I
expected. Four of the nine interviews were in the Metropolitan Area; five of the interviews were
in locations in Greater Minnesota. Secondly, by being open to artistic directors and leaders
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throughout Greater Minnesota, the data collected stretched geographically and contextually
beyond my expectations. The diverse findings were potent, authentic, realistic, and artistically
richer than I expected.
One of the unexpected themes was the directors’ responses to the equity and social justice
question. The location of the theater, its population, as well as its recent demographic data
indicated there was an urgency for addressing social justice issues, especially in the context of
the George Floyd murder in Minneapolis on May 25, 2020. While the nine artistic and/or
executive directors, board of directors, and their theaters’ mission and value statements were
similar, I observed their location and its context showed sensibilities that may have been missed
if this study was limited to the Twin Cities Area. For instance, the realities presented by a couple
of the interviewees from the smallest communities stated their lives were not affected by the
BLM social movement: “Black Lives Matter does not affect us.” On the other hand, great lengths
were taken within each of the nine communities to invite and include people of color. Since the
demographic statistics showed where Black, Hispanic, Indigenous, White, and Asian American
populations lived throughout Minnesota, their participation in community theater varied from
one area to another. Therefore, the voices of the directors explained how their local context
influenced the BIPOC approach taken in their community productions and programming.
The interviewees provided insights into their own local historical, economic, political,
and multigenerational and/or multicultural stories that reflected a specific place in Minnesota. By
asking each artistic director and/or leader the same questions, patterns or themes evolved. These
comparisons gave depth and experiential wisdom from community theater leaders throughout
Minnesota. The interviewees have either lived in Minnesota their whole lives, or they have
moved from New York or South America, to make Minnesota their artistic home. Moving
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forward, the following recommendations are based on the connections between the literature
reviewed in Chapter Two along with the interview themes reported in Chapter Four.
Four Recommendations for Artistic Leaders
The following recommendations address this study’s implications for practice, policy,
and scholarship. In my analysis, the following recommendations are based upon my literature
review, the interviewees’ experiential perspectives, and current resources dedicated to diversity,
equity, and inclusion (DEI, BLM, BIPOC). The three research questions guided my selected
recommendations as themes developed from the interviewees. I approached the practice, policy,
and scholarship recommendations based on the urgency from the interviewees’ responses; thus, I
decided four of the eight themes were the starting point for my recommendations. These themes
affirmed the why, where, what, who, how, and when of the state of community theater in
Minnesota.
Recommendations are related to four of the themes and address the challenges and
disruptions from COVID-19, financial sustainability and managing organizational change,
commitment to educational and community outreach, and the theaters’ collective commitment to
equity and social justice. The following recommendations are for artistic leaders, executive
managers, theater educators, arts administrators, and organizational leaders who serve
community theater collaborations. The artistic collaborators and educational leaders shared their
successes, as well as their 2020 struggles, that indicated how their theater’s DEI mission, vision,
and goals were challenged and how they are working to heal. The interviewees are interested in
the results of this study for their own theater’s DEI and BIPOC work.
These servant and transformational leaders provided their lived experiences as evidence
of their commitment as professionals in theater arts. The following recommendations focus and
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align with Theme One: Disruptions, Financial Realities and Uncertainty: COVID-19 Realities
and Challenges; Theme Two: Reliance on Grants for Sustainability; Theme Four: Commitment
to Educational and Community Multigenerational Outreach; and Theme Five: Commitment to
Equity and Social Justice (DEI, BLM, BIPOC). The recommendations are supported by the
Chapter Two literature review and the nine interviews. A summary of the four recommendations
is provided before moving onto the details for each recommendation:
Recommendation One: To create partnerships, networking, and mutual support with
other Minnesota community theaters. Specific networking includes local, state, and
national organizations that support community theaters. Cheesebrow’s (2012) guidance
for organizations to maximize their networking for mutually creative partnerships is
recommended.
Recommendation Two: To have theater leadership manage a change process and/or a
planning process for change. The work of Zimmerman and Bell (2015), Lencioni (2012),
Conte and Langley (2007), and Rhine (2015, 2018) provide structures and methods for
change.
Recommendation Three: To focus on community theaters’ role in diversity, equity, and
inclusive (DEI) education and community building for multigenerational learners. The
work of Lazarus (2012, 2015), Menkart (2020), Merriam and Bierema (2014), Saldana
(1999, 2012), Silberman and Biech (2015), Spolin (1963), and Vorenberg (1999) provide
multigenerational curriculum, dramatic literature, frameworks, templates, and specific
lessons for inclusive instruction and community building.
Recommendation Four: To review training approaches and resources that support
theater leaders and policy makers to advance race equity and excellence in education. An

154
example is leadership training for equity and social justice. There are how-to resources,
planning tools, and equity training that support working with diverse and
multigenerational learners. The resources that provide methodology for this work are
Bowles and Nadon (2013), Lazarus (2012, 2015), and Pollock (2008). In addition, several
organizations have substantial resources including the Minnesota Education Equity
Partnership (MEEP 2017-2018), the Theatre Communication Group (TCG), the Twin
Cities Theatres of Color Coalition (TCTOCC), and the local Black Lives Matter
Minneapolis (BLM) group. Frameworks for how to have constructive dialogue are
supported on- line from the American Association of Community Theatre (AACT), along
with the Minnesota Association of Community Theatre (MACT), who provide speakers,
curriculum, and networking support for theater leaders and policy makers in their own
DEI work. The American Association of University Women (AAUW) had a webinar,
“Creating a Diversity Structure and Planning for Success,” on February 11, 2021 that I
attended and recommend; their dei-toolkit is available on their website:
(aauw.org/resources/member/governance-tools/dei-toolkit/). Acho (2020) and Shin
(2016) are necessary resources to begin and structure uncomfortable conversations about
systemic racism in Minnesota. Preparation for this work is mandatory and needs
experience and guidance.
Recommendation One: Creative Partnerships, Networking, and Mutual Support
During the realities of COVID-19, community theaters have been hit hard with canceled
programing, financial shortfalls, and tough choices while facing an uncertain future. Artistic
leaders are facing hard times that underscore the importance for building creative partnerships

155
and stronger networks of support that will sustain their collaborations. Participants working in
community theater are volunteers who do not get paid.
The leadership of Flannagan during the 1930s provided hope by establishing the Federal
Theatre Project (FTP) before the Works Progress Administration (WPA) provided employment
for theater artists across the country. Since mid-March 2020, community theaters, along with
other performance venues have been closed. Financial support partnerships for 2021 include
local, state, and national organizations that offer either grants or loans. Members of the
Minnesota Association of Community Theatre (MACT) received notification on December 30,
2020 from the American Association of Community Theatre (AACT). This MACT email
explained how and why community theatres are “excluded from CARES ACT 2 Funding”
(MACT, 2020). As stated, “the Save Our Stages Act, which has been incorporated to the CARES
ACT 2, began as a push for funding to save music venues. As the legislation evolved, theatres
were added in, but some of the wording may preclude community theatres from receiving
funding” (AACT, 2020). Now is the time to contact Minnesota’s U.S. Senate Members who cosponsored the Save Our Stages Act.
Excluding community theaters was an oversight at the beginning of the pandemic.
However, in the January 23, 2021 AACT email to its membership the emergency for federal
funding is now critical: “Community theatres’ budgets have been decimated by the shut down
and they truly deserve your support” (AACT, 2021). U.S. Senate Members who co-sponsored
the Save Our Stages Act are being contacted to financially support community theaters from
cities to villages; some leaders in congress thought community theater artists were paid (AACT,
2021). Senator Amy Klobuchar sponsored this act in Minnesota. However, there are over
“7,000+ nonprofit community theatres in the U.S. [that] put millions into the national economy”
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(AACT, 2020). Theater artists benefit Minnesota’s communities in tangible and intangible ways
as reviewed in Chapter Two (see Appendix E).
Artistic leaders continue to apply for state and federal financial grants and/or loans to
sustain or creative alternatives for live theater. There are established professional organizations
positioned to share resources with community theaters. These are the American Association of
Community Theatre (AACT), the Minnesota Association of Community Theatres (MACT), the
Minnesota Theater Alliance (MTA), the Theatre Communications Group (TCG), the American
Alliance for Theatre in Education (AATE), the Educational Theatre Association (EdTA), and the
Twin Cities’ Perpich Center for Arts Education. Creative partnerships provide the needed
expertise and resources, not only during COVID-19, but also during the good times. Therefore,
reaching out to established organizations that are networks of communication and support is an
action that community theater leaders must contact.
In addition, theater organizations have prepared safety protocols for rehearsals and
performances in their situation(s). One such publication from the EdTA was published in June
2020 that shared their “Recommendations for Reopening School Theatre Programs: Theatre
Education in the Time of COVID-19” (2020). This EdTA leadership document provides up-todate research and resources on how to safely rehearse and perform (live and virtual). Building
creative partnerships with educators is a natural connection for those working and volunteering
in community theater.
Cheesebrow’s (2012) plans for developing organizational partnerships are accessible for
artistic leaders. As Cheesebrow (2012) stated, “partnership capacity development is a strategic
choice to accomplish mission, vision, and performance targets . . . partnership is also an
opportunity for learning and transformation” (Forward). Transformational growth is aligned with
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resiliency and flexibility that artistic directors and theater artists naturally embrace.
Cheesebrow’s (2012) definition of leadership is “as a capacity and action of all, and management
is a capacity and action of those with delegated authority to do so. Thus, leadership is a true
shared capacity rather than the reserved capacity of management” (p. ii). Therefore, the
appointed artistic directors and their supporting partnerships are part of the solutions needed to
manage the work and mediation that will sustain theater’s collaborative work. Managing
transitions is not easy work. However, Cheesebrow’s (2012) chapter four guides organizations
through networking and partnering development within their situational context for productive
performance targets and organizational visioning.
Partnerships with established publishers of dramatic and musical literature are other
creative agents to contact. Since publishers have the authority to waive the process of changing
the original royalty fees (based on the number of performance dates), they have already adjusted
royalty fees for smaller audiences to maintain social distancing; that is, when theaters re-open
and are able to reschedule performance dates the royalty connection should be revisited.
Networking with other theater artists is an on-going practice for them to survive the day-to-day
challenges and potential possibilities and/or adjustments for rehearsals, curriculum for teaching
theater skills, and mounting productions. Troubleshooting partnerships create networks for
learning and producing on a platform such as Zoom. Artistic leaders need to reach out to other
leaders as they proactively assess with other theater artists what is needed during and after the
pandemic. Even with many new demands, the resiliency of theater artists, teachers, performers,
and technicians have kept community theater alive.
Fundraising during normal times is difficult; subsequently, fundraising during a
pandemic is even more challenging for non-profit organizations. Conversely, theater artists are
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creative thinkers who have developed deep roots and networking in their own communities and
beyond. Since networking is a strength for immediate and future planning, Cheesebrow’s (2012)
partnership thinking and organizational strategies support artistic leaders. The 2020 disruptions
and uncertainties, I believe, have moved theater artists through a grieving process; that is, from
their shock and denial at the beginning of the pandemic to a place where they have considered
alternative collaborations. The production and educational work of community theaters was
paused; however, there is a recovery in motion that started during the 2020 summer months.
Each of the following recommendations continue to create partnerships that build bridges
between communities during the pandemic and into the future. The survival of community
theater in Minnesota, and beyond, has happened because of its agile mindset and resiliency. The
following sections continue the recommendations for sustainability.
Recommendation Two: Financial Sustainability and Managing Organizational Change
The following recommendation focuses on the work of managing an organizational
change process. When organizations invest in creative partnerships they are working with and
supporting other organizations; this is an advantage when the work is going well and for the
seasons when unforeseen changes disrupt the established routines. COVID-19 has disrupted
community theaters’ annual income and budget process making it difficult to sustain their work.
During COVID-19 many community theaters are “decimated by the shutdown” (AACT, 2021).
One of the partnership options for Minnesota theater leaders is The Minnesota Council of
Nonprofits (MCN) located in St. Paul. The MCN is “part of an active network of nonprofit
support agencies in our state. These Nonprofit Allies collaborate, partner, and share information
to ensure that nonprofits have ample resources and services to help individual organizations
accomplish their mission.” As one of the interviewees said, “we cannot live without grants.”
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Grants are essential for the financial sustainability of non-profit theaters. I recommend
community theaters’ leaders contact the AACT, the MACT, and the MCN websites for “an array
of fundraising methods to employ in the coming one to five years, based on your [their]
company’s internal needs, strengths and assets.”
Zimmerman and Bell’s (2015), The Sustainability Mindset: Using the Matrix Map to
Make Strategic Decisions frames how to sustain the business of theater throughout stable and
unstable situations, or when actions for change are needed. Zimmerman and Bell’s leadership
strategies for sustainability begin by reviewing the organization’s mission, values, and goals for
developing partnerships. These partnerships may promote and lead change for financial stability.
Zimmerman and Bell’s (2015) model for assessing the yearly budget for the artistic director,
managing or executive director (manager), along with the board of directors, guides
organizational budgeting based on assessing their theater’s current and future financial needs and
goals. Strategic discussions leading to decisions need to align with the organization’s mission
and values. Their guidelines for achieving a sustainability mindset begins with a selfexamination of the organization and its leaders so they are prepared to work on short and longterm goals. Zimmerman and Bell’s (2015) templates and visuals may help leaders to organize
and align their group’s strengths, weaknesses, opportunities, and threats (SWOT analysis) as
they work toward organizational health.
Lencioni’s (2012), The Advantage is another recommendation for community theater
leaders who are managing change in their organization. Organizational health begins with
building trusting relationships that focus on the centrality of planning efficient meetings.
Lencioni’s (2012) Four Disciplines Model stresses teamwork (collaboration) and repetition of
information. Lencioni (2012) recommended everyone, who is involved in making decisions,
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needs to hear information and strategies for their work several times so they are all clear about
the work needed for their organization to succeed. Repetition is necessary for successful
leadership in stable times as well as during a pandemic when stress throughout the organization
is high. Repetition clarifies what is negotiable or non-negotiable especially in uncertain times.
While interviewing the artistic directors, I heard stories about the difficulties between
what the artistic director needed and what the board of directors was willing to fund. This tension
can be on a continuum based on budget, artistic style of a production, or the hiring of new
positions. Since the artistic director often has more training and experiences in directing and
staging productions than their board of directors, their collaborations are mutually negotiated.
The goal is for everyone to work together toward a compromise and/or a resolution in their
meetings. The interviewees described why their board of directors tended to look at the
immediate 2020 financial requests and/or shortfalls, while the artistic directors felt a sense of
urgency to keep moving forward into the future. While artistic leaders wanted to move toward
alternative projects to financially sustain their theater in 2020 and beyond, the board was more
focused on the immediate expenses and the financial shortfalls from the March 2020 closure(s).
This organizational conflict was played out as the artistic leader(s) and their boards faced
canceled 2020 productions and educational programming. To manage financial conversations, I
recommend Conte and Langley’s (2007) Theater Management: Producing and Managing the
Performing Arts. This resource is an established and indispensable reference for artistic directors
and business managers. Conte and Langley (2007) provided templates and charts that provide
hands-on strategies for working together and moving toward mutual agreements.
Rhine’s (2018) Theatre Management: Arts Leadership in the 21st Century, along with
Rhine’s (2015) published article examined leadership in strategic planning and solutions for
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dealing “with changes in the national landscape of arts patronage, such as decreasing attendance
and shrinking public and private financial support” (p. 3). Rhine’s 21st century lens on diversity
and educational programming resonates with the immediate needs for 2021. Rhine’s support for
Kotter’s (2012) Eight-Step Change Model and the SWOT process is highlighted in his work.
Rhine’s (2018) 21st century recommendations for arts management and leadership stressed the
value for understanding and identifying the strengths, weaknesses, opportunities, and threats
(SWOT) that may influence theater organizations’ growth and/or sustainability.
Recommendation Three: Commitment to Educational and Community Outreach
Theater educators are committed to working in DEI ensembles that reach into their
communities. Theater artists have been at the forefront for working with multicultural and
multigenerational leaders who support BIPOC communities. Spolin (1963) was the originator of
theater games and published Improvisation for the Theater that is considered a classic for
teaching skills and directing techniques for working with children, youth, and adults. Career
educator, director, and founder Vorenberg (2021) recently published their Volume 24 of ArtAge
Senior Theatre Resource Center. Spolin and Vorenberg are professional educators and theater
teachers and directors. They represent the deep roots of experience and practice available for
practitioners in education and theater. These credible scholars and practitioners are established
professionals who have worked and/or still work in the field of theater arts. Their publications
are rooted in scholarship and best practices for application. The following recommendations are
from respected educational and community advocates. Searching on library websites for their
publications and/or peer-reviewed articles has shown how they have contributed to this field of
study. Training approaches to help theater leaders were gathered from Silberman and Biech
(2015), Menkart (2020), and Saldana (1995, 1999, 2011, 2012).
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Johnny Saldana (1995, 1999, 2011, 2012) is one of the best-known practitioners in the
field of educational theater. Saldana has published cutting-edge practices for multiethnic work in
improvisation, drama of color, and ethno-theatre; his contributions continue to teach and inspire
theater artists across America. Saldana’s (1999, 2012) articles on adolescent’s perspectives on
social consciousness and social class address commitment to DEI while providing workshop
models for theater educators and their students. His theatrical principles and dramatic practices
support social justice themes providing artistic directors timely and esteemed recommendations.
Merriam and Bierema’s (2014) textbook focused on adult learning; their linking of theory
and practice to transformational learning in the digital age provides strategies that are committed
to educational and community outreach. Silberman and Biech (2015) are also committed to
educational and community outreach; their Active Training: A Handbook of Techniques,
Designs, Case Examples, and Tips provides a collaborative and a hands-on approach for adult
learners. Silberman and Biech’s (2015) Active Training: A Handbook of Techniques, Designs,
Case Examples, and Tips gives theater trainers a methodology for accessing the needs of their
organization while also demonstrating how to implement projects using an active training
program. Leading change is one of the many roles educators, artistic leaders, and trainers use in
their work in working with multigeneration and multicultural learners and/or theater artists. The
Silberman and Biech (2015) handbook has numerous examples and templates for filling in the
blanks for the active training needed in a specific context. Through active training aligned with
numerous activities and assessment tools Silberman and Biech (2015) workbook hones skills
theater leaders can apply artistically and practically. As Silberman and Biech (2015) stated,
“Where there are new challenges, there is a need for new knowledge and skills. And that’s our
role” as trainers and leaders in communities (p. 359).
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Another recommendation is the “Teaching for Change: Building Social Justice Starting in
the Classroom” website. Menkart’s (2020) work with Zinn Education Project supports social
justice and antiracist teaching with resources for teachers. Viola Spolin’s (1963) Improvisation
for the Theater is another recommendation that is a classic for working with multigenerational
and multicultural students. Several publications by the Theater Communication Group in their
TCG Centerpiece Focus On series supports the work of building bridges in theater education and
community outreach. Finally, Bonnie Vorenberg’s (2020) ArtAge Publications Newsletter
includes several in-person and social distancing options via Zoom for teaching and working with
senior artists. Vorenberg’s long career in education and theater work supports distance learning,
contemporary scene work, one-acts, radio programming, and inclusive monologues for older
adults. The Zoom platform has provided opportunities for learning and robust activities that
serve diverse multigenerational communities.
Recommendation Four: Commitment to Equity and Social Justice
The training approaches that support theater leaders in their commitment to equity and
social justice not only include the resources discussed under recommendation three but are also
aligned with a commitment to equity and social justice. This commitment to equity and social
justice could be strengthened by leaders who invest in (1) the Minnesota Education Equity
Partnership (MEEP) resource to advance race equity, (2) Pollock’s (2008) structured activities
and framework for doing antiracist conversations, (3) Acho’s (2020) timely resource that guides
leaders, (4) the Black Indigenous People of Color (BIPOC) document that outlines anti-racism
strategies for leaders, (5) the Twin Cities Theatres of Color Coalition (TCTOCC) “tools,
practices, and consultation,” (6) Bowles and Nadon’s (2013) how to collaborate and stage social
justice theater, and (7) the American Association of Community Theatre’s summary of their
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August 2020 webinar “Fostering Inclusive Theatre” that outlines specific actions and
recommendations.
The first recommended resource is from the Minnesota Education Equity Partnership
(MEEP) publication Keeping the Light of Racial Justice in Education Bright and Shining
Leading the Way (2017-2018). MEEP has established a collaborative approach to changing
systems that have held problems in place; structural change can become transformational change.
On the back cover of the MEEP booklet the “Top 7 Things You Can Do as an Individual and
with your Networks to Advance Race Equity in Education in Minnesota” this organization’s
educational and multigenerational recommendations are essential. MEEP’s collaborative
approach and team building informs leaders on how to change policies for advancing race equity
and excellence in education.
Secondly, Pollock’s (2008) anti-racism essays and structured activities are adaptable
across the life span in educational and theater collaborations. Pollock’s book also sets the stage
for how to approach courageous conversations about equity and social justice. Along with
defining antiracism in American culture, Pollock’s collection of essays and tools are appropriate
for educational and community outreach. Pollock (2008) shared extensive resources, lessons, and
topical activities as well as discussion questions that are framed around “principle, strategy, and
try tomorrow” (p. xiv). With Pollock’s sensitivity for inclusion, I see her discussion prompts as
one way to enter courageous conversations about everyday antiracist strategies in American life
and theater communities. A companion tool that aligns with Pollock’s (2008) work is Emmanuel
Acho’s (2020) Uncomfortable Conversations with A Black Man guide that informs and helps
those seeking to understand systemic racism how to join the anti-racist fight. Pollock (2008) and
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Acho’s (2020) work seek vulnerability with discussion prompts and tools for challenging readers
and participants as they work to build trusting relationships between the races.
The fourth recommended resource is from The Theatre Communication Group (TCG).
TCG not only publishes American Theatre, but also their TCG Individual Member Newsletter.
As Teresa Eyring, the Executive Director of TCG, reports in their October 2020 issue they
support Black, Indigenous, and People of Color (BIPOC). In one of my August interviews, I was
introduced to BIPOC by one of the executive directors working in St. Paul. The BIPOC 2020
organizers created We See You, White American Theater (#WeSeeYouWAT). BIPOC Demands
for White American Theatre (2020) is a collaboration that is a living document published by
#WESEEYOU (2020). As stated in the #WESEEYOU introduction: this document “is culled
from years of discussion between members of the Black, Indigenous and People of Color
(BIPOC) theatre communities immersed in the dynamics of which they speak, and bears the
contradictions of our many concerns, approaches, and needs” (BIPOC, 2020, p. 1). This
document is divided into sections that list comprehensive demands and actions steps for BIPOC
that support commercial and Broadway unions, the press, cultural and theater organizations, as
well as academic and professional training programs. The BIPOC organization knows “that deep
listening and genuine collaboration[s] are vital to a truly sustainable, antiracist theatrical
ecosystem” (BIPOC, 2020, p. 29).
Fifth, a related resource in Minnesota is the Twin Cities Theatres of Color Coalition
(TCTOCC). The TCTOCC members include Teatro del Pueblo, Penumbra Theatre, Theater Mu
Performing Arts, New Native Theatre and Pangea World Theater. As stated on the Teatro del
Pueblo website: this “coalition formed to . . . lead conversations, making available the wealth
and depth of knowledge housed in our theatres through the dissemination of tools, practices, and
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consultation to bolster responsible and accountable engagement around the representation of our
communities.” This organization is another resource that provides community theaters strategies
for their own organizational leaders’ practice.
The sixth recommended resource is Editors Bowles and Nadon (2013) Staging Social
Justice: Collaborating to Create Activist Theatre. They have collected essays by scholars and
practitioners. The selected scholars and practitioners’ strategies for building bridges in artistic
collaborations are modeled after their experiences working in activist theater. Bowles and Nadon
(2013) have constructed a Measurable Outcomes Worksheet that is a critical tool for planning
and measuring activist theater and its aesthetics (p. 275). This worksheet is a tool for directors
whose work is with multigenerational BIPOC actors in their collaborations. Bowles and Nadon
(2013) have given collaborators in schools and communities the methodology “that promote
constructive dialogue about diversity and discrimination issues” (Back Cover).
Finally, The American Association of Community Theatre’s November/December 2020
Spotlight highlights Kelli McLoud-Schingen’s Zoom online training session. I attended this
virtual “Fostering Inclusive Theatre” event. Within the current issue of Spotlight, McLoudSchingen stated in her introduction, “a great deal of interest in the topic of diversity, equity, and
inclusion” indicated “that both individuals and organizations are looking for tips and tools on
how to do it [DEI] right” (p. 8). She summarized three recommendations for the steps needed
DEI work to be successful: (1) three company readiness criteria; (2) three company culture
indicators; and (3) four company policy statements (p. 9). I address McLoud-Schingen’s
recommendations in the following discussion of future research opportunities. Lastly, what I
learned from the interviewees is they are passionate leaders, love what they do, and are open to
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learning more about how to work with every individual that walks into their theater to build
relationships and community trust.
Future Research Opportunities
Looking ahead there is hope for the future. According to the CDC (2020), “the federal
government, through Operation Warp Speed, has been working since the pandemic started to
make one or more COVID-19 vaccines available as soon as possible.” The United States started
vaccinating Americans on December 14, 2020 while “Minnesota readies its plan to distribute
[the] first doses of vaccine in the spring” (Star Tribune, 2020). The first doses of the vaccine in
Minnesota were given in January 2021. This is good news for the future of community theater in
Minnesota and throughout the United States.
In Dilenschneider’s (2020) recent blog Know Your Own Bone, she described the status of
people’s thoughts on returning to live cultural events in “Vaccination News Has Already
Changed Plans to Visit Cultural Entities in 2021.” There is tangible movement for resuming live
theater sometime in 2021, or when it is safe to gather. Subsequently, it is time for artistic
directors to have conversations with their organizational leaders; visitors will expect better mask
enforcement as they prioritize their safety first (Dilenschneider, 2021).
The COVID-19 pandemic is the most challenging health crises for Americans since the
1918 Spanish Flu; this disruption showed how systemic racism ignored the inequities in our
health care system. Maya Rao (2020) wrote “A death that changed the world” as a special
section in the Star Tribune. Rao (2020) interviewed 38 people for this biography of George
Floyd describing his American journey that provided insight into systemic racism:
“Opportunities for George Floyd were few in the impoverished Third Ward of Houston, and
racism a constant barrier. After years of struggles, he joined a pipeline of men from the
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neighborhood seeking redemption in Minneapolis. Floyd didn’t come to change the world.”
Once again Americans are learning from the summer of 2020 why, how, and who has been
affected by racism. The Black Lives Matter (BLM) social justice movement grew in solidarity
throughout 2020 while over 550,000 million Americans died from COVID-19 as of April 1,
2021. Disruption, deep pain, and anger are and were real. American’s social consciousness,
along with COVID-19, gave an impetus for action toward equal access for health, social,
economic, and political representation. A threshold for action became more urgent as the
pandemic and systemic racism continued in American’s lives.
I am hopeful my findings will provide resources and support for current practitioners and
community theater leaders in Minnesota and beyond. Moving forward, my focus is on how we
heal from the trauma of systematic racism and COVID-19 pandemic. Collectively, we have
endured the pain and the loss felt by those who have lost loved ones from either the pandemic
and/or from inequalities. Leaders working in the medical and community theater fields are at a
turning point and moving toward healing. Our human bodies and spirits need to grieve immense
loss before moving forward. The work of grieving begins with an understanding of the grief
process; therefore, community leaders are positioned to reach out to every human being with
their compassionate sympathy, empathy, and listening skills. Healing is honorable and helps us
re-enter a world after trauma. The need for healthy healing is now.
Throughout history theater artists have always told the stories of our humanity. The early
20th century challenged the world with the 1918 Spanish flu pandemic, followed by world wars,
and the Great Depression. One hundred years later in 2021, we are beginning to address healing
from the traumas of the 2020-2021 COVID-19 pandemic and our nation’s history of systemic
racism. To this end, future topics that support community healing, growth, and our nation’s

169
systemic racism are fundamental for our survival. As Desmond Tutu (1999), a retired
Archbishop of Capetown, South Africa, argued in No Future Without Forgiveness “true
reconciliation cannot be achieved by denying the past” (back cover). Americans have shown
their social consciousness for social justice has grown during the time of COVID-19, along with
their heightened awareness inequities in our health care system. Perhaps, the hardships of the
recent past have prepared Americans to take a hard look at the effects of systemic racism. Are we
motivated to do the work needed for the uncomfortable conversations about racism in America?
Have we learned that the personal and public stages of grief are a collective response to the
losses of past and present social injustices? What lessons have we learned about ourselves and
humanity? Our future actions will determine if compassionate and equitable change is possible in
the United States.
When COVID-19 is no longer a present threat to our daily lives, it will be possible to
celebrate. Stories will be shared and lived experiences will heal our bodies and souls. What are
the transformational stories from the world-wide COVID-19 pandemic? Will these stories unite
our humanity? Transformation evolves slowly like a cocoon holding metamorphic hope and
renewal. Perhaps, the trials of systemic racism and the pandemic will unite us.
Three Future Research Opportunities
Throughout 2021, audiences will need assurance they will be safe while attending live
performance venues. Colleen Dilenschneider (2021) summarized, “2020 was a wake-up call for
cultural entities to better prepare for disruptive events,” such as COVID-19. She stated,
“disruptions are not as rare as some leaders think” and the wisdom gained from this past year can
be applied to not only theater venues, but also to the inevitable changes that disrupt our daily
lives (p. 1). Importantly, John Kotter’s (2012) Leading Change remains relevant and timely. The
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time for planning for the future has arrived, whether we are ready or not. My study provided
options for organizational and leadership changes that have been tested in the real world. Future
research opportunities have surfaced from the disruptions and chaos we have endured as a nation
and world.
My interviews with artistic leaders confirmed their commitment to theater practice that
validates the human spirit through theater arts. I attended an American Association of
Community Theatre webinar on January 26, 2021 in which experienced artistic directors from
across America shared testimonies and suggestions for practicing BIPOC. The panel’s
recommendation was to reach out first, to build trusting relationships, and to invite BIPOC to
visit theaters and to see productions together. Extending invitations to meet other theater artists,
followed by shared conversations about their creative storytelling and artistic process, are first
steps that this AACT panel of experts suggested.
I completed the interviews on October 9, 2020 in the middle of the pandemic. The
interviewees’ voices shared not only what they had lost since March 2020, but also what they
learned and how they survived during the COVID-19 pandemic. The interviewees’ words and
lived experiences morphed into the eight themes I shared in Chapter Four; they shaped the four
recommendations presented in Chapter Five. As a result of my data analysis, future research
opportunities fell into three categories: (1) to establish organizational and artistic policy for the
21st century; (2) to focus on the common good and the urgency for intentionally supporting
diversity, equity, and inclusion (DEI); and (3) to embrace alternative technologies to share live
and/or live-streaming performances.
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Future Research Opportunity One: Establishing 21st Century Policy
The need to establish 21st century organizational policy is one of the top future research
recommendations. The August 20, 2020 American Association of Community Theatre’s (AACT)
online training session, facilitated by Kelli McLoud-Schingen, focused on this timely
opportunity. In the AACT’s Spotlight article “Fostering Inclusive Theatre,” McLoud-Schingen,
an Artistic Director/Executive Director of World Stage Theatre Company, summarized what
fosters inclusive theater (November/December 2020). McLoud-Schingen documented what the
AACT members attending this online session were committed to for fostering inclusive theatre:
A) Company leadership (board included) needs to explore the ways in which whiteness
is centered in director and designer selection, auditions, show selection,
communication styles, time management, access to opportunity, and more.
B) If you offer compensation, commit to parity across the board. Equal pay for equal
work.
C) Create policy that encourages long-term involvement, commitment, and loyalty . . .
(p. 9)
Importantly, I believe community theater leaders and policymakers are cognizant of their
role in supporting inclusive theater in their own communities. Another organization that has
embraced company policy conversations is the Minnesota Education Equity Partnership
(MEEP). MEEP’s work has highlighted and supported equity work through Minnesota’s
“education system for our students who are people of color and indigenous people (POCI)” (p.
2). Race equity in education and educational theater is valued in Minnesota; thus, policy work
informs and supports DEI in community theater practice. Michael Bobbitt (2020) wrote “ending
white supremacy at your institution requires an organization-wide commitment to change in both
culture and policy.” Bobbitt’s part two of “What Is to Be Done” will be published soon by
American Theatre to continue the policy conversations for ongoing dialogue on theater policy
and development in 2021.
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Future Research Opportunity Two: Intentional Support for DEI
Similarly, intentional diversity, equity, and inclusion (DEI) work is continuously in
motion in our educational and artistic endeavors. The Minnesota Department of Education, the
Minnesota Association of Community Theatre (MACT), Minnesota Theatre Alliance MTA), and
the Perpich Center for the Arts Education (PCAE) have online contacts, materials, and resources
that support community outreach. Throughout Minnesota, solutions and extensive research for
building bridges between community theaters are plentiful. Future research opportunities for
theater artists and theater educators includes their own continuing education. The
Communication and Theater Association of Minnesota (CTAM) is accessible and provides an
annual September conference. The Minnesota State High School League (MSHSL) is another
networking organization that builds bridges between cultures together in equitable and inclusive
practices. The wealth of academic support from Minnesota’s colleges, universities, and
community colleges, along with the BIPOC network, continues to strengthen the skills of theater
artists and theater educators in their DEI work.
The Black Lives Matter global racial justice movement continues to gain national and
international support. Peter Eide, a member of Norway’s parliament recently was nominated by
Black Lives Matter for the 2021 Nobel Peace Prize. Tim Fitzsimons (2021), a reporter for NBC
News, announced Eide’s BLM Nobel Peace Prize nomination for “BLM’s call for systemic
change have spread around the world, forcing other countries to grapple with racism within their
own societies. [BLM’s] online platform [provides] activists with a shared set of principles and
goals” for its grassroots social justice international movement.” The BLM is “among the
favorites” for 2021’s Peace Prize. The legacy of Martin Luther King Jr.’s human rights message,
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who won the 1964 Peace Prize, lives not only in America but also throughout the world today
and our tomorrows.
Future Research Opportunity Three: Embracing 21st Century Performance Technology
Based on the interviewees’ experiences and professionalism for embracing performance
technology, they are energized to reimagine 21st century performance possibilities. Solutions are
bubbling up: classical radio scripts are back, live streaming, zoom productions, and other
paradigm shifts will continue to be shared on digital platforms applying old and new production
technology. Publishing companies such as Dramatic Publishing Company, Dramatists Play
Service, and established musical publishers are working with artistic directors and theaters across
the country. Dramatic Publishing (2020), for example, has marketed “Alone, Together: 39
monologues and plays written for online performance” that “reflect the moment of lockdown and
capture our longing for connection.” Future research opportunities from the work of theater
artists are refreshing and vital to our human soul and need for connection.
Along with the future research opportunities evolving for artistic and educational work,
my research has validated current and future opportunities in the performing arts. Recording,
filming, live streaming, webinars, and Zoom have changed our lives and the marketing tools that
are required for reaching audiences in alternative methods. ThunderTix is one example of a
transition product ready to serve theater audiences when they feel safe in a theater space. The
current AACT Spotlight (2020) had this new full-page advertisement positioned at the beginning
of the issue. “The virus changed everything. Get the tools you need to keep patrons and staff
safe. [with] Automatic socially distanced seating; Lobby control with assigned arrival times;
Contactless payments & prepaid concessions; Hybrid event support with free video integration.”
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With respect to the creative and resourceful theater artists, future opportunities are
developing using alternative paradigms for sharing stories with audiences. This can be illustrated
by the Penumbra Theatre Company’s (2020) live streaming of their virtual production
“Celebration of the Soul.” The Guthrie filmed Dickens’ Holiday Classic, their virtual telling of
A Christmas Carol, so that K-12 students could watch a free virtual production. Within my
community, the local community theater has produced radio theater. Since last summer, the
actors who miss being on stage have shifted to dramatic teams rehearsing on Zoom and
recording radio shows with one-acts plays, monologues, literature from mysteries, and December
recordings of A Christmas Carol. Artists are reaching back and moving forward in practice. The
energy and passion of theater artists to connect casts for listening audiences through radio and
virtual streaming during COVID-19 showed their resilience. However, the question remains:
when will audiences feel safe sitting in public theater spaces? Dilenschneider’s (2020) blogs
have reported the ups and downs of audience attendance when theaters do reopen.
Throughout the coming months, research opportunities will abound as creative options
change the traditional delivery of live theater for audiences. Perhaps, these questions will be an
opportunity for future research: (1) Does a “performance” happen if an audience is not in the
theater space? (2) How are virtual performances and live performances similar and/or different
from the audiences’ perspective? (3) Will virtual and live streaming performances close live
theaters? Why or why not? (4) What is the future for trained theater artists to make a living?
Summary and Closing Thoughts
Artistic directors are organizational leaders who are the motivators and visionaries in
their field. Community theaters have benefited participants and audiences throughout the best of
times and the worst of times. Collaborative artists are generous and naturally embrace working
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with diverse people. Their collective resiliency, reimagining, and commitment to BIPOC is for
the common good. Theater artists are called and appreciate challenging work. Theater artists are
leaders who lead change and instinctively transform actors into characters and/or build stunning
sets with their own imagination. The building of diverse, equitable, and inclusive community
theater embraces ongoing change. As McLoud-Schingen (2020) concluded, “We are all in
different places along the continuum of approaching the work . . . [we are] committed to the
journey towards inclusion, and our communities will be better, [and] stronger because of it” (p.
9).
Throughout Chapter Five, my focus was to interpret the findings and implications within
the fields of theater and education in the context of 21st century sensibilities. Problems of
practice that have been established have shown there is an urgency for healing social justice,
having conversations about systemic racism in America, and engaging with needed social
entertainment. In Chapter One, the three research questions were introduced along with the
purpose for this study. In Chapter Two, the literature review gave me a solid and substantial
background in the historical, educational, philosophical, and leadership literature for this study.
While Chapter Three focused on methodologies, Chapter Four established the themes from the
nine interviewees’ extensive responses to the primary interview questions. From these primary
interview responses, I established eight themes that presented a macro view with details from the
lived experiences of Minnesota artistic directors and executive leaders. I examined, interpreted,
qualified the results, and drew my own inferences that led to the Chapter Five recommendations.
Finally, the main conclusions were explained in Chapter Five to enlighten the recommendations.
I was mindful of the alignment of Burns’ (1978, 2010) and Greenleaf’s (1970, 1972,
2003) transformational and servant leadership as I heard the interviewees’ qualified results from
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their collaborations. A performing arts leader is a servant leader who is called to be a responsive
leader that applies a variety of researched strategies for the continuous improvement of their
artistic and educational work. Being responsive to those we lead implies flexibility and
adaptability as a leader. The journey toward and into leadership, I believe, is a calling. Within the
unprecedented worldwide COVID-19 pandemic, leaders have been challenged by many issues
and concerns. In closing, McLoud-Schingen (2020) acknowledged the past year’s challenges
while we are still working for diversity, equity, and inclusion as artistic leaders.
These are turbulent, frightening, exhausting, but exciting times. We have an opportunity
to be on the right side of history, so that when our children, nieces, nephews, neighbors’
children or our children’s children ask us what we were doing for racial justice in 2020,
we can say that theatres from Broadway to the Barn House were working hard to
reconcile unintended exclusion, and working towards fostering more inclusive theatre
communities, even during COVID-19. (p. 9)
To this end, the future of our nation depends on our people’s social awareness for liberty and
justice for every American. Theater artists and theater educators share professional and personal
connections in communities that need entertainment, education, and nurturing relationships for
their well-being. Community theater in Minnesota has the organizational structures and the
professional leadership needed to meet the challenges of COVID-19 and is positioned to thrive in
the 21st century.
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Appendix B: Invitation to Artistic Director to Participate in Research
Greetings,
You are receiving this letter to determine your interest in participating in a research study
with the purpose of understanding how Minnesota artistic directors support equitable outcomes
in their community theater. This study is being conducted as part of the doctoral studies of the
researcher and results of the study will be presented in a dissertation. The goals of the study are
to report the artistic director’s viewpoint (or perspective) from their own contextual situation and
experiences, to contribute to the field of education and theater arts, and to sustain artistic
collaborations for the greater good of community theatrical activities. Specifically, I will ask you
questions related to your experiences, perspective, and knowledge as a leader to sustain and
benefit the community served.
Participants who express interest will be selected to be a part of individual semistructured interviews with the researcher. Since we are living with the COVID-19 pandemic, my
responsibility is to safely conduct the interviews using a digital platform such as Zoom.
Participants’ identities will be protected via the use of a pseudonym in documents relating to the
study and the paper presenting results of the study. Participants who are selected should expect to
spend approximately 60 to 90 minutes in the digital interview setting.
There are no anticipated risks to participating in this research study. Information from
this study may benefit others now or in the future as I learn more about practices of equity, social
justice, multicultural inclusion, and the diversity of multi-generations in your theater community.
The results of this research may help decision makers and theater artists gain insights into how
alignment of socially responsible and equitable behavior contribute to building and maintaining
the organizational health of community theaters.
Thank you for your consideration. I look forward to hearing from you about your
possible interest in this study.
Sincerely,
Darlene Olson, Researcher
Ric Dressen, Dissertation Chair
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Appendix C: Consent Form for Participation (June 20, 2020)
Greetings,
My name is Darlene Olson, a doctorate student at Concordia University, St. Paul. I am conducting a study
on community theater artistic directors in Minnesota. You have been selected to participate in this study.
As a participant, you will participate in an interview. Sessions will be audio recorded for reliability
purposes. The interview will take approximately one hour.
In order to protect the confidentiality of all participants in the study, the following numerical coding
procedures will be followed:
● All participants will be assigned a code number.
● Participants’ names will not be placed on any assessment materials.
● Only the researcher, advisor, and transcriber will have access to the recordings.
● The key for the coding system and all project materials will be kept in locked storage.
● Upon completion of the project, the key for the codes will be destroyed.
Before publishing, the participants will be provided with the results of the study and will have an
opportunity to add to or clarify the findings before the paper is published.
A copy of this consent form is provided to each participant. Additional information concerning the
procedures of this research project can be obtained by contacting the following individuals:
Darlene Olson, Doctoral Candidate
olsond7@csp.edu
651-437-8210
Dr. Ric Dressen, Dissertation Chair
dressen@csp.edu
651-357-2010
Institutional Review Board, Concordia St. Paul
203 Thompson Hall
651-641-8723
irb@csp.edu
I have read the description of the above research study and agree to participate. I understand that
participation is on a voluntary basis and I may withdraw from the project at any time. I also
understand that I will receive a copy of this consent form and may request a copy of the major findings of
the study at the conclusion of the project.

Participants Signature: __________________________, Date: _______________
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Appendix D: Research Questions and Interview Questions (June 25, 2020)
Three Research Questions
1) How, if at all, do artistic directors of community theater view their work as supporting
the advancement of equity and community education in their theater company?
2) What are the artistic directors’ leadership practices, artistic choices, and intentional
relationship building activities and/or strategies that support the advancement of equity
and education in their community theater?
3) How does the work of the artistic directors’ collaborations and creativity support
community education / lifelong education?

●
●
●
●
●

Participant Demographic/Identifying Information (for researcher only)
Name and Current Role
Community Theater Site
Mission and/or Visions Statement(s)
Age/Gender/Race
Profession/Position and Time in Profession/Position/Community Theater
Specific Roles, Responsibilities and Structures of the Artistic Staff
Five Primary Questions and Twelve Sub-Questions

•
•
•

•

•

Primary Question One: Tell me about your journey as an artistic director in
community theatre. What are you passionate about in your work?
What is your definition of an artistic director / theater artist within community theatre
organizations?
What are three advice statements for beginning theater artists whose dream is to become
a director?
What benefits have resulted from building an artistic community?
Primary Question Two: How important are the theatre productions in supporting
community education and providing community entertainment? Please explain.
What practices and approaches have you utilized to collaborate and creatively support
community education and learning to enhance community life? What classes for skillbuilding are offered by your community theater? (acting, dance instruction, scene
painting, etc.)
What strategies have you utilized to engage the multi-generations of a community?
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•

•

•
•
•

•
•

In what ways have local partnerships and state organizations supported collaboration
efforts within the community?
Primary Question Three: As a director, what advances and/or limits the
collaboration among artists and volunteers?
What expectations do you have for your actors and technical staff in their collaboration?
Primary Question Four: How do you define equity related to race, culture, age,
social, economic, and self-identity?
How, if at all, do you view your work in supporting the advancement of equity in the
community you serve?
How do you assess staff and community readiness to support equity advancement in
lifelong learning?
What leadership practices, artistic choices and relationship building activities have you
utilized to advance equity learning with staff and community?
Primary Question Five: What are some challenges you face in today’s social and/or
political climate?
What is needed to serve the demands of artistic and organizational leadership today and
in the future?
In what ways do you and your collaborators celebrate your successes and ongoing work
within the community you serve?
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Appendix E: 11 Benefits
From StageWise: The 11 Important Benefits of Drama
Self-Confidence: Aspects of performing arts, especially improvisation, helps young people to
understand how to appraise situations, think outside the box and be more confident going into
unfamiliar situations. Students learn to trust their ideas and abilities. Confidence gained from
learning performing arts skills applies [sic] to school, career, and life.
Imagination: Being creative and learning to make creative choices helps students to be better at
thinking of new ideas, allowing them to view the world around them in new ways. Einstein said,
“Imagination is more important than knowledge.”
Empathy: Understanding characters, roles and the subtext of plays and musicals allows student to
relate better to different situations, backgrounds, and cultures. It encourages them to show
compassion and tolerance for others.
Cooperation: Theatre is a collaboration of different players and in many cases the quality of any
performance reliance on an ensemble performance. Combining the creative ideas and the
abilities of all participants is required for the best outcomes. This requires all those taking part to
engage in [critical] discussions, feedback, rehearsing, and the performances.
Concentration: Playing, practicing, and performing will develop the ability and skills to be able
to focus the mind, the body, and the voice.
Communication Skills: It seems obvious to say that drama, theatre, and the performing arts
improves verbal and nonverbal communication, but it is worth stating that this benefits young
people through[out] their lives. It improves vocal projection, articulation, tone of speech and
expression. Importantly it also develops listening and observation skills.
Fun: Drama brings elements of play, humour [sic], and laughter to those taking part – improves
motivation and reduces stress.
Emotional Outlet: Acting and drama games allow students to express a range of emotions and
encourages them to understand and deal with similar feelings they may be experiencing.
Aggression and tension are released in a safe, controlled environment – often allowing for a
period of reflection afterwards [and/or socialization].
Physical Fitness: Performing, even the most passive performances, requires intensive movement
over a prolonged period. Many performing arts exercises improve flexibility, coordination,
balance, and control [i. e. singing, dancing].
Memory: Rehearsing and performing lines and movements will improve memory. Your memory
requires exercise, just like a muscle.
Appreciation for Arts and Culture! . . . because it will bring joy into your life.
(info@stagewise.ie, November 25, 2019)
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Appendix F: Additional Responses
Additional interviewees’ responses to primary question: What are three advice statements for
beginning theater artists whose dream is to become a director?
Interviewee: One of my tips is for aspirants to pay attention to what they’re seeing on stage
and learn from the best of them. [Secondly], to go to the theater and have a lot of different kinds
of theater experiences, whether you think you like that sort of thing or not. And just sort of going
to see what they do over there, you know, in this or that theater . . . My recommendation is that
anybody who thinks they want to direct someplace must make sure they know how other people
go about it. The trust and integrity of everyone involved is what makes the difference.
Interviewee: My mentor told me . . . you need to learn everything! Good directors, artistic
directors, directors for the stage need to know a little bit about everything; but we have to be
willing to admit when we don’t know something. And we have to be willing to go out and learn
it . . . We have to be able to admit that we were wrong about what we said. Knowing about
psychology is crucial. Why do people do the things that they do? Knowing about history helps.
Why is it that we use these terms? Where do they come from? And when you are doing a play,
learning about the world of a specific play is important. What is the world of the play in the
1920s, or in the 1800s, or in Ancient Greece versus today? You have to be well rounded . . . and
seek that knowledge. I would say something that has been important to me as a director . . . is
having a vision. I know where I want my company to go. I know where I want to take the show. I
have a clear vision and point of what we’re going to do, what are we going to become and stick
to it; but I’m super flexible at the same time . . . We have to take all of the ideas and we have to
drop them into a pot. I think it is important as a director to remember that you are not a dictator.
If you have a vision it is about guiding the creative team, guiding the actors, and the designers to
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your final mission . . . Sometimes we are limited by cost. We’re limited by safety, or we’re
limited by gravity . . . I think being a people person is important . . . You have to learn how to
meet people . . . You have to recognize that there are outside situations and outside lives that
everyone is experiencing. [Sometimes] We had to make a space for [a personal crisis]. You can’t
demand people to set aside their outside baggage every single time. You have to be able to meet
people where they’re at.
Interviewee: The first thing I would say is to read . . . Read plays and other things to inform
yourself in addition to experiencing things that are going on around you. And the second thing is
to be realistic about the commitment needed to work in the theater. And don’t give up too
quickly. We tell our students here all the time . . . go audition in the cities. If you bomb the first
time, keep going to auditions. You’ll know when it is either good to step out or to make the
decision to continue (or not). That response is sort of idealistic because economics drives your
decision. [I hear students say,] ‘You know, it was fun doing theater. But now I want to make
some money.’ When I was in New York living this situation and had friends from college
making six figure salaries, while I was making $10,000 - $12,000 a year, this was tough.
Interviewee: Being an educator first. You better love to go to the theater. You better go and
see as much theater as you can. You can see theater and start to have a critical judgment about
what is good or bad about it. What you can learn from theater performances? You better love
going to the theater because you can’t love yourself in theater. You have to love theater and then
you put yourself into it. So that would be one piece of advice. Secondly, I would recommend
getting a theater education . . .They need to be just so passionate about it . . . I would really say a
good liberal arts education and theater degree is needed . . . They ought not expect to become
rich in monetary ways. They better have high energy! I just don’t think that with some of the
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rigors for putting on big plays you could be lethargic! I think it just takes a lot of personal energy
to motivate people and to call extra rehearsals. I know another piece of advice; they ought to take
a test to see what their emotional intelligence is . . . A lot of theater people get a bad rap for
being divas, arrogant, narcissistic, and for throwing fits. And boy, none of the successful people I
know who are in professional theater are not like that! They are hardworking, committed people
who are in an art form that requires a lot of social interaction . . .You can give one direction to a
certain kind of person, but you have to be looking for the same result [with another] . . . And
then, of course, if somebody says, ‘I think I want to be in the theater,’ I would ask him/her, do
you mean you want to do theater professionally? Do you want to do it for a hobby? . . . If you
want to give energy, be verbal, and know how to work then I’ll tell them to go for it!

